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Sarasvafikanthabharanam is a work on 

Poetics. (Bhoja has another work on 
Grammar under the same name). This 
encyclopaedic compilation is a record o 
the wide range of human experience and 
knowledge that interested Bhoja. It 
discusses the usual topics of poetics in an 


unusual manner viz.. Dosa. W 
Dosaguna, Alahkara, Rasa, Drsya and 
Sravya Kavya. There arc many earlier 
editions of litis work, some with even two 


commentaries. But this alone has an 
Knglish translation. The text has been 
exhaustively and incisively edited, 
without obscuring Bhoja's thought and 


intent. , 

Poetry cannot be fitted into tigid 

classes either of matter or of manner. 
Rightfully is Bhoja unfettered by the 
terms and definitions, armed with which 
writers try to study ‘Great poetry'. Bhoja 
has a practical approach, and does not 
involve in the speculation on the soul of 
poetry. He holds rasa to Ire the crux of 
poetrv. Srhgara is the foremost which 
can gather into itself all the other rasas. 
Bhoja uses abhhniina and ahamkiira as 
synonymous with rasa. It is hence, 
inferred that the identification with the 
action and with the chief character, on 
the part of the reader, brings about ibis 
delight. The self-transcencling state oi 
aesthetic delight, spoken of by 
Abhinavagupta may be a more advancec 
si age of this jov. 
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INTRODUCTION 


A number of editions of this work on Poetics, Sarasvatikanthabharanam, 
have come out so far. In one of the more recent of these, Biswanath 
Bhattacharya held out the promise that he will bring out the English 
translation of this work in another Volume. Since that translation did not 
come out for long, the work was entrusted to us by the Indira Gandhi National 
Centre for the Arts. Although undertaken with diffidence, this exercise led 
us to the discovery of a system in this ‘encyclopaedic compilation 1 and the 
wide range of human experience and knowledge. 

Editing : 

In preparing his edition Biswanath Bhattacharya had consulted four 
printed editions of this work, beginning with the earliest by Vireshvara Shastri 
Dravida (1836), and in addition, a few manuscripts. This edition was 
published in 1979 by Banaras Hindu University (BHU). The arrangement 
of the matter under suitable headings, especially in Chapter V, in this edition, 
was of immense help to us in approaching the subject The two earlier 
editions that were consulted by us are (1) Anundoram Borooah (ARB) edition, 
published in 1880 and reprinted in 1969, and (2) Kavyamflla (KM) edition 
by KedaranStha Durgaprasada and Vasudeva Phanaslkar, published in 1924 
and reprinted in 1987. Another edition, with translation and commentary 
in Hindi, by Kameshwar Nath Mishra, published by the Chaukhambha 
Orientalia (CO) in two volumes in 1976 and 1992, was also consulted. 

The (ABB) contains only the text, with the karikas numbered and the 
examples without numbering. In the Notes at the end of the work, the 
Sanskrit chayas of many of the Prakrit verses have been furnished, and also 
the sources of many of the examples. 

The KM edition includes Ratnesvards commentary on the first three of 
the five chapters of the work, and the commentary by Jagaddhara on the 
fourth. The Introduction furnishes information on the earlier works and 
authors from whom Bhoja has drawn material, and his political and literary 
career. At the end of the work, pictorial representation of the different types 
of citrakavya described by Bhoja has been provided. An alphabetical index 
(based on Col. Jacob’s ‘Index to Quotations’) of the illustrations along with 
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the sources, has also been appended. This index contains a comparison 
with the original version. 

The BHU edition of Biswanath Bhattachaiya contains the text and 
the two commentaries noted above, for the same chapters. In the 
Introduction Bhattachaiya describes the previous editions of this work, 
summarises the contents, and sketches the three sources of influence- 

(1) the Northern or Kashmirian rhetoricians Bhdmaha, Vamana, Udbhata, 
Rudrata, and Anandavardhana (2) the Southern authority Dandin, and (3) 
the Agnipurdna, supplemented by the texts on dramaturgy, viz. the 
Nafyasastra and Daiarupaka, and the treatise on the poet’s equipment, the 
Kdvyamimdrjisd of Rajasekhara. He draws attention towards Bhojds original 
contribution to the subject, and gives a small information of a biographical 
nature. The Appendix consists of an Index of (1) the kdrikd half-verses, 

(2) an illustration in Sanskrit, (3) another illustration in Prakrit both with 
sources, (4) some verses from other sources, (6) some verses from the 
commentaries, preceded by (5) an illustration of Citrakdvya, 

The CO edition by Kameshwar Nath Mishra follows the Kavyamala 
edition for the first four chapters and includes an edition byjeevananda 
Vidyasagara Bhattacharya along with his commentaiy, for the fifth. In his 
Introduction he explains Bhoja's purport, his predecessors, and 
occasionally citing popular verses on the subject. Further, he offers 
information about Bhoja's life and work, and explains citrakdvya at length. 
A pictorial representation of the same has been presented in Chapter II, 
along with the verses describing and illustrating its varieties. A table of 
alahkdras has been added to Volume One and an index of unnumbered 
quotations to Volume Two. An index of kdrikas and another of the 
illustrations have also been appended to both the volumes of this edition. 

We have noticed that although Biswanath Bhattachaiya has pointed 
out and rectified a few errors, both of words and punctuation, in the text, 
some still remain. For instance, in the enumeration of the alahkdras in 
Chapter IV, all the editions consulted read ‘ ullekha ’, while the obvious 
reference is to 'Usd. Fortunately, as the correct reading has been cited as 
a variant by Bhattacharya from the earliest edition by Vlres'vara Sastrl 
Dravi^a, it could be restored to the text. 

Occasionally, the only words or punctuation in the APB or KM edition 
have been also changed or corrected. And all the emendations have been 
put in square brackets. 

Again, Bhattacharya has divested some of the defining verses which 
Bhoja had introduced with phrases such as ‘ yadahufj , of the status of 



INTRODUCTION 


ix 


karikds and has put them within apostrophes, without giving them 
numbers. And in a few places where the borrowing has not been admitted, 
he has himself supplied phrases such as yadahuh within brackets, and in 
one instance in Chapter V, without brackets. But as Bkoja had presented 
many verses from Dandin, and a few from Bhamaha in the form of karikds 
,(Sve have not followed Bhattacharya in the latter practice)'. For example, 
in Chapter I, the APB and KM editions present the verses from Dandin 
describing desa, kala, agama and their virodha, and the verse on this 
virodha joining the ranks of merits in exceptional circumstances, all in 
the form of karikds. Bhattacharya presents the descriptive verses as 
borrowings and the exempting verse as a karikd. The earlier editions 
have been followed by us in this matter. 

In presenting the illustrations, very rarely, we have changed a reading 
presented by all the editions consulted, by referring to the original source. 
Several verses occur more than once in the work to illustrate different 
ideas, sometimes differing in reading. No unwarranted effort has been 
made to make the reading uniform. The numbering of illustrations 
presents another dilemma. Sometimes an illustration is followed by 
another verse, either to provide the context or in the nature of an 
explanation. While some of the explanatory verses are from kdvya, some 
are of a general nature. Some have been numbered and some left 
unnumbered by Bhattacharya. For instance, in Chapter V, after example 
74 illustrating sneha, a verse is cited from Uttararamacaritam, It has not 
been numbered, as Bhoja had introduced it with ‘ yaditthamahuK. But an 
explanatory verse introduced in the same manner in Chapter II, in the 
prose passage following example 76 (78 in the present edition), has been 
numbered 77. This inconsistency has been removed in the present 
edition. However, the verses which are not in the nature of a general 
explanation and have not been introduced with phrases like 'yadahuh', 
have been numbered. 

The combinations of verse and prose described as varieties of gati in 
Chapter II, have been illustrated with two passages from Mdlatimadhavam, 
In one, the illustration ends with the prose part. This has not been 
taken into account, and in the BHU and KM editions the number symbol 
has been appended to the verse, obscuring Bhoja' s intent. We shifted the 
number symbol to the end of the line after the prose passage, in this 
instance. For the sake of uniformity, and for keeping the illustrations 
clearly apart, we have kept all the example numbers, in the Translation at 
the end of the line, rather than immediately after the full stop. 
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We have broken up the prose passages into small paragraphs to make 
reading and comprehension easier. The topics in each chapter have been 
presented under headings and subheadings. The main headings are not 
numbered, however sub-headings are numbered ‘(1)’ etc., ‘(a)’ etc., in that 
order. Because of the immense size of this work, some errors of omission 
and commission might have remained. It is hoped that these will be 
rectified in the next edition. 

In the present edition, the variant readings have been listed in a 
separate section after the text and translation. Occasionally variations in 
reading and more frequently, in punctuation, have not been recorded. 
The change in the order of words has not been noted if the sense is not 
affected. In the comment on ex. 36 in Chapter V, the word occurs 
earlier in the KM edition and has been placed later in the sentence in 
APB and BHU. Slight changes in the form of a word have been ignored. 
For instance, in the comment after ex. 38 APB, and BHU read Sfor^H, 
while KM reads 3TWT. Words which seem to have two accepted forms, e.g. 

and eblRdl: (V, ex. 40), slight differences as that between ^ and 
Wtf (V, ex, 54 comment), compounded and uncompounded versions like 
WW and (introducing V, ex. 40) have not been noted 

sometimes. 

Visual representation of some of the citrakavya examples has been 
included. In this task the KM edition has been followed, with one correction 
from the CO edition. The index of kdrikd half-verses and that of the illustrative 
verses have been prepared. In the latter, the sources cited have been verified, 
but the changes in reading have not been followed stricdy. 

Translation : 

For this translation we are grateful to the Kameshwar Nath Mishra’s 
Hindi rendering of the text, V. Raghavan’s ‘Bhoja’s Srngara Prakas'a’, and 
Monier-Williams’ ‘A Sanskrit-English Dictionary’. Previous texts and 
translations of earlier works on Poetics also made Bhojds thought clearer 
to us. In addition to the works mentioned by Bhattachaiya (leaving out 
Agnifiurdnam), we consulted fyngdratilaka of Rudrabhatta as well as the 
lit Kdvydlahkdra of Rudrata^ to study the passage of concepts from the theory 
of drama into Poetics, For Rudrabhatta himself declares that whatever 
has been said by Bharata and others about n&tya, he will now apply to 
kdvya. (Bhojds treatment of vrtti, for instance, in the chapter on 
fabdalahkaras, and once again in the chapter on rasa, taking up theme and 
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expression under the former, and the action modes such as affectionate 
teasing under the latter, reflects a stage in this passage. This line of 
development is different from the one on which Udbhafa, Anandavardhana 
and others develop the concept of vrtti, connecting anuprdsa with the 
feeling content of poetry through this.link.) 

As for the illustrations, often we had to take the assistance of the 
English translations of the works on Poetics as well as of the kdvyas from 
which they had been selected, so that our translation - out of the context 
--would not completely misinterpret them and shroud Bhoja's aim in 
mysteiy. While this was the dominant purpose in rendering illustrations 
depicting situations and stories into English, in the case of alankdras, 
attention was paid to retain the pattern in the expression where possible. 

Regarding the mode of translation, we have not rendered the illustrative 
slokas into poetical verses in the manner of K. Krishnamoorthy, or found 
equivalent names in English rhetoric for the alahkdras.We have not strictly 
followed the mode of sentence construction in the text, for instance, 
keeping to the active voice or passive voice, singular or plural number. 
Some long sentences have been broken down into shorter ones to present 
the sense in a simpler manner. Some words from the original have been 
included within < > brackets , where the English equivalent may sound 
unrelated. Legitimate supplementaiy phrases have been kept in round 
brackets, and those which we supplied have been kept in square brackets. 
Occasionally parallel metaphors or words with the same range of 
associations could be found; some of the piled up descriptive phrases 
had to be dropped, or more words had to be used than the original 
displayed. But on the whole, correspondence has been sought to be 
maintained between the original and the translation, without making the 
latter unreadable. Still, we do not claim to have achieved complete clarity 
in understanding or presenting Bhoja's thought For instance, phrases 
like sollekha and nirullekha employed in describing gunas blending in sankara 
in Chapter V, have not yielded their purport to us clearly. And we have 
not been able to go back in time to understand the right sense of the 
words, the language conventions and the cultural ethos surrounding them. 

Notes: 

The commentaries of earlier editions, and few unpublished ones like 
that of Bhattanrsimha , have been looked into when problems of 
interpretation arose. And we have consulted Bhoja's other work 
Srhgdraprakas'a, to understand the term tadbhdvapatti, which he uses often. 
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We have followed the scheme of this work to present the thrust of Bhojds 
statements. We have tried to link his thought to available earlier sources, 
chiefly in Poetics. But we have not gone into secondary sources, many of 
which mention Bhojds ideas on poetry. The magnificent scale in which 
ideas and the abundance of illustration have been presented by Bhoja, is 
awesome. We have tried to understand for ourselves the prescriptions of 
Panini and the supplementary observations in the varttikams, which Bhoja 
has cited. In all this we have set out on the ground prepared by V. Raghavan 
and Kameshwar Nath Mishra, however, believe that we have reached a 
step further in understanding Bhoja’s m\nd. 

Bhojds Approach : 

As Bhattachaiya has observed, Bhoja has a practical approach and 
does not involve himself in speculation on the soul of poetry and such 
other questions. He has been described as an encyclopaedic writer with 
no settled view of his own on the nature of poetry. We have however 
found that, certainly he has definite views on what good poetry is. He 
holds rasa to be the crux of poetry, and the avoidance of faults, the 
striving for quality, the polishing and embellishment of expression to a 
maximum of expressiveness - all these serve the aim of creating poetry 
replete with rasa. By rasa he means delight in general, and in particular, 
the relish of feeling, whether love or valour or any fleeting state, presented 
delectably in poetry. And of the rasas, Srhgara is the foremost, which can 
gather into itself all the other rasas. 

Regarding the enjoyment of rasa, although Bhoja does not go into any 
explanation, from his using the terms abhimana and ahahkara 
synonymously with rasa, one can conclude that it is the identification 
with the action and with the chief character, on the part of the reader, 
that brings about this delight. The self-transcending state of aesthetic 
delight spoken of by Abhinavagupta may be a more advanced stage of this 

joy- 

Following Daniin and Vamana, Bhoja considers alahkara as the beauty 
one looks for in poetry. From the point of view of the creation of poetry, 
alahkdra means adequation, or rendering conception and expression in 
poetry effective, and by extension, covers particular terms of expression 
or figures of speech. Riti, as also the several manners of expression 
detailed in Chapter II, such as jdti, gati and chaya, would fall under the 
first notion of alahkdra. And the gurias which should be striven for in 
poetry become alahkdra when they become striking, conspicuous. The 

llk. F ’ . ..' - -- t —T” - _. MBaiMMim ii. , . _ 
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organisation of the subject matter in the large works and the depiction 
of emotion which this organisation serves, are also ultimately brought 
under this notion of alahkdra, Among the figures of speech, Bhoja names 
several under the class of ubhay alahkdra, trying to bring word and sense 
once more together in the study of poetry, but his initiative has not been 
followed up seriously. 

Regarding the new ‘power’ of words in poetry, namely vyahjand, which 
the dhvani exponents uphold, Bhoja does not recognise the need for 
imputing this power to words. He is emphatic that apart from mukhyd, 
gaunt and lakfand, there is no other mode of signification which words 
possess. Dhvanimattd or gdmbhlryam is the depth of allusion in some 
expressions, either to well known ideas or to those dealt with in sastra, 
(In his Srhgdraprakds'a he considers dhvani under the topic of vivak^a or 
purport, and compares dhvani in kdvya with tdtparya in ordinary speech.) 
Among the various functions of the mukhyd vrtti, Bhoja includes the 
superimposition of characteristics from one object on another, which he 
calls tadbhdvapatti. This takes the form of samadhi guna and samadhi 
alahkdra, quickening all phenomena with life. 

Bhoja cites several aphorisms from Pdnini in demonstrating the 
manner in which some alahkaras achieve their purpose. He does not 
apply the rules of grammar strictly to expression in poetry, but points 
out all the assistance provided by grammar for conveying attitudes, feelings 
and intentions. Of all the writers he has borrowed from, on all subjects, 
the only one he specifically mentions with reverence is Mahdbhd$yakdra, 
The two other references - to Sana and Jaimini, are matter of fact. 

Coming to Bhoja' s exposition of the subject of Poetics, his definition 
spells out the bare minimum of an alahkdra or guna, and it is the 
illustration and his comment thereon that present the full picture. He 
splits most ideas threefold, for instance, sabda-artha-ubhaya, and either 
multiplies categories to reach the number six or its multiple, or clubs 
together categories which Rudrata considered separately, for this purpose. 
Often verses from Kalidasa or some other master poet seem to have 
tempted him to create categories to accommodate them as illustrations. 
Also a term inherited from tradition inspires him to bring in its 
complement, e.g. svavyaktivyatireka inspired by svajdlivyatireka, apihitam 
by pihitam. Bhoja not only amalgamates the concepts in dramaturgy with 
those peculiar to Poetics, but incorporates a wide range of human 
knowledge and activity, from mimamsd to the festivals which contributed 
to the cultural ethos of his time, all under some category of alahkdra or 
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rasa. His yearning for the simple life of people probably made him choose 
so many verses from the Gathd-saptas'ati, presenting charming pictures 
of common folk, but they all illustrate some turn of phrase or some 
situation of emotion. He employs his prodigious imagination to spin out 
fine ramifications of a notion, for instance, the twelve-fold vrtti-anuprasa- 
Karn&fi, Kauntall and so on - refuting the popular conception of vrtti- 
anuprasa handed down by Udbhata, In analysing the depiction of emotion 
in poetry Moya goes into the minutest detail, not leaving even the shunning 
of all pleasant things by separated lovers unillustrated. 

Contents of this Work : 

The contents of this work have been summarised lucidly in the Table of 
Contents in the KSvyamala edition, and in his introduction in the BHU 
edition by Biswanath Bhattachaiya. Chapter I treats of the faults to be 
avoided and the qualities to be sustained in poetry. The noteworthy feature 
in this chapter is the development of the idea of dosaguna. All the exceptions 
noted by earlier writers to what would normally be called faults, have 
been put under this category and meticulously illustrated. The faults of 
upamd as well as those thwarting rasa have been dealt with in this chapter, 
the latter not as elaborately as in later works. 

Chapter II describes and illustrates what can be roughly called 
embellishments of Word. In this chapter the various characteristics of 
expression in poetry, taking the shape of instruction, precept, description 
etc., and the various patterns of arrangement such as gumphand, and the 
various notions about the rightness of expression, such as pdka and sayyd 
in poetry, as well as the various topics from dramaturgy such as pathiti 
and abhineyam, have been dealt with, in addition to the usual set of verbal 
embellishments, yamakam etc.. 

Chapter III presents all the alankaras which Bhoja considers to be 
effective on account of the sense / idea / purport presented. The 
treatment o fjati, in other words, the artless portrayal of typical behaviour 
and familiar scenes, is exhaustive and charming. What is remarkable 
here is that Bhoja does not identify jdti with svabhavokti, but considers 
the latter as merely undesigned expression, which includes jdti as well as 
other figures such as hetu. The consideration of what are known as 
pramdnas or sources of knowledge to Philosophy, as modes of experience 
and thought amenable to expression in poetiy, has been accomplished in 
a convincing manner. 

In Chapter IV Bhoja takes up all the themes along with their expression 
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which contribute in their entirety to beauty in poetry. He includes upamd 
and rupakam among them, as much thought has been given by all writers 
before him to the mode of expression in these figures. Many of the 
names in this chapter end in uhti, probably because Bhoja wants to draw 
attention to the expression aspect of these figures. The most interesting 
alankdra in this chapter is the samuccaya , which has been inspired by the 
notion of conjunction in grammar. It has been developed on the lines of 
the four uses of ca, and the elision of this conjunction in compounds, 
and sometimes even in whole sentences, while retaining its sense. The 
analysis of poetry into word-sense, expression-import, verbal-ideal, 
external-intrinsic aspects, takes several forms in these three chapters, so 
that what we have is not a dichotomy but a continuum—sound-word- 
expression-sense-import-purport.... 

Chapter V deals with rasa or the delectable depiction of emotion in 
poetry. Bhoja arranges his exposition of rasa in a slightly different scheme. 
He enumerates and defines all the topics he is going to touch upon 
under the twenty four heads he divides rasokti into, and then proceeds to 
supplement these with more detail and illustration. He analyses the 
various stages in the development of an emotion in poetiy, right from its 
inception to its full development, thwarted by other emotions, merging 
with others, lingering, completely subsiding and so on. Although all the 
eight emotions handed down in tradition have been described and another 
four feelings given the status of rasa, it is the emotion of rati with its 
variant, priti, that has been accorded prime place and utmost attention. 
By stratifying the four kinds of vipralambha and the ensuing sambhoga , 
even through etymological analysis and explanation, Bhoja's conception 
of srhgdra has been presented elaborately. And the book concludes with 
the statement that he has said all that had to be said about Love. 

Bhoja has presented the received thought on drsya and s'ravya kdvya 
veiy comprehensively and discerningly, without going into polemics on 
the soul of poetiy, as Bhattacharya puts it. Unlike earlier writers on 
Poetics, he relies heavily on available literature, both Samskrta and Prdkfta , 
drawing from great works by Kalidasa, Mdgha, Bhdravi etc. even for 
illustrating yamakam and citra verse. The envisagement of event which he 
calls sambhava, is seen to be a shade removed from the familiar utprek$a, 
illustrated as it is with four lovely verses from Meghadutam. 

When we remember that the various courses of thought and nuances 
of expression in great poetiy are merely approached by writers on poetiy 
with the help of their terms and definitions, we can certainly appreciate 
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Bhoja for taking us nearer poetry, even though many of his ideas were not 
adopted by later writers on Poetics. If we stop considering the precepts 
of Poetics as formulae or recipes for synthesising poetiy, and admit the 
truth that poetry cannot be fitted into rigid classes, either of matter or of 
manner, we can happily follow Bhoja along the byways, if not the highways, 
of criticism. 

Bhoja’s Sarasvatikanthabkarariam, though not a magnum opus like his 
Srhgaraprakas'a is indeed a multi-dimensional work. Its critical edition, 
therefore, has been accommodated in three volumes. 

In Volume I are included the first two chapters, in which are dis¬ 
cussed Defects, Merits and the Figures of Speech of Word. Volume II has 
the third and fourth chapters, which discuss the Arthalankaras and the 
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Chapter One 


An Examination of Faults and Merits 

1. We worship Speech Divinity whose four abodes are dhvani (speech 
sound), varnas (syllables), pada (word) and vakyam (sentence), when she re¬ 
veals herself, beginning with suksmd (the first stage of articulation). 

2. Composing poetry which is devoid of do$a (flaw/faults), endowed 
with guna (excellence/good qualities), rendered effective with alahkdras (rhetoric 
devices/figures of speech) and imbued with rasa (delight/feeling), the poet 
gains fame and happiness. 

3. The sixteen dosas of words, of sentences and of sentence-purport 
which are avoided in poetiy by the best poets, we shall discuss in the begin¬ 
ning (even before guna, alahkdra and rasa). 

The Sixteen Padado$as 

4. Asadhu (incorrect), aprayuktam (unpoetic), kastam (harsh to the ear), 
anarthakam (meaningless), anyarthakam (conveying unintnended meaning), 
apustdrtham (lean in sense), asamartham (futile), 

5. apratltam (abstruse), klistam (tedious), gudham (obscure), neyartham (far¬ 
fetched), sandigdham (doubtful), viruddham (contrary), and that called 
aprayojakam (purposeless), 

6 . desyam (vulgar) and gramyam (unrefined) are obviously the faults which 
words harbour. And now their definition is properly presented with illustra¬ 
tion. 

1 . Asadhu (Incorrect) 

7ab. That (form of a word) which violates grammar they call asadhu. 

For example: 

‘Bent by the excessive weight of the load, does your shoulder pain 
<badhath? The shoulder does not pain <bddhate> as much as (the word) badhati 
(used by you).’ (i) 
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Here, since (the verb) badhate belongs to the atmanepada class, the cor¬ 
rect form is badhate and not badhati. 

2. Aprayuktam (Unpoetic) 

7cd. That (form of a word) which is not (commonly) used by poets is 
termed aprayuktam. 

For example: 

Which girl did you desire ? Who are those who wished to make you 
the messenger? He sleeps. What are they saying? The benevolent man will 
protect (lit shower) the mendicant. (2) 

Here, the words aclkamathah, ajihvdyakiyUan, sasti vacanti, ghariyyati, sambah 
and kambaTTL, although supported by the rules of grammar, are not used by 
poets. 


3. Ka$fam (Harsh) 

8ab. The word which is not pleasing to the ear is declared to be kastam. 
For example: 

When the cloud pours and pours, when the cataka (bird) dares and 
dares (to drink the rain drops), when the nlpa tree blooms and blooms - that 
season breaks my (parted lover’s) heart. (3) 

Here the verbs varvar$ti etc. are unpleasant to the ear. 


4. Anarthakam (Meaningless) 

8cd. That (word) whose only purpose is to complete the verse quarter 
(metrically) is called anarthakam. 

For example : 

He who bears his beloved ( Pdrvati) in half of his body and the moon on 
his head, may that God, the-destroyer-of-Mzzforazz {$iva), cleanse you. (4) 

Here the words ca, vai hi, khalu, tu merely complete the verse quarters. 
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5. Anyartham (Lapse from Conventional Sense) 

9ab. The word which is used in a sense other than its established con¬ 
ventional sense is judged to be anyartham. 

For example: 

Those who do not divide (serve) the king well do not kill (win) fortune. 
They who do not forget (constantly remember) their beloved do not perform 
(suffer) great pain. ( 5 ) 

Here vibhajate, dlabhate, dvahati and prasmarati are established in (the 
senses) ‘distributing’, ‘killing’, ‘doing’ and ‘forgetting’, respectively, and not in 
‘serving well’, ‘gaining from all sides’, ‘bearing fully’ and ‘remembering very 
much’, respectively. 


6. Apuffdrtham (Lean in Sense) 

9cd. The meagre measure of sense (presented in too many words) is 
called apu$tartham. 

For example : 

May that annihilator-of-Mzrf<3nG (Siva) whose arms number one Fifth of 
the half of hundred, whose eyes number the half of the half of twelve, whose 
heads number the half of the half of twenty, protect you all, (0) 

Here, as the slight sense of ‘ten-armed’, ‘three-eyed’, ‘five-headed’ is 
being conveyed by elaborate words, this is apustartham. 

7. Asamartham (Futile) 

1 Oab. The word used at the wrong place is known to be asamartham 
(disconnected/futile). 

For example : 

This ocean showers salty water on the cloud. This is the trumpeting of 
the horses; this humped one (bull) is neighing. ( 7 ) 

It is well known that jaladhara is cloud, varidhi is ocean, brmhitam 
(trumpeting) belongs to elephants and hresitam (neighing) belongs to horses. 
But, being employed in connection with ocean, cloud, horse and bull, re¬ 
spectively, these words are wrongly placed, not conveying the sense, and so 
are asamartha. 
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8. Apratltam (Abstruse) 

1 Ocd. That (usage) is termed apratltam (unintelligible), which is familiar 
only in technical writings. 

For example : 

What is the use of my saying much ? There are no beauties (lit. virtues) 
in this set of sense organs and mind that I am; and as love cannot do 
without beauties, I do not blame you (for not caring for me). (8) 

Here, as the words rupaskandha and nantarlyakam are familiar only in 
technical writings (on philosophy and logic), their use in contexts (like this) 
where they are not understood, is apratltam, 

9. Kliffam (Tedious) 

1 1 ab. That (expression) whose comprehension takes time (lit. is dis¬ 
tant), is (called) kliytam (tedious). It does not appeal to good men (connois¬ 
seurs of poetry). 

For example: 

The people scorched by the rays of the father of the hater of the son of 
the one defeated by the bird are welcoming the sky covered with the bearers 
of the enemy of the remover of the cold. ( 9 ) 

Here, the one defeated by the bird ( Garuda) is Indra; one born of him is 
Arjuna\ the hater of Arjuna is Kama ; his father is the Sun. The world suffering 
from the heat of the Sun’s rays is welcoming the sky. Which sky ? Fire is the 
remover of the cold; his enemy is water; they who carry that water are the 
clouds - the sky which is covered by these clouds. The comprehension of 
sense being hindered, this is klUtam. 

1 0 . Gudhartham (Obscure) 

1 led. The usage (of the word) in the not so well-known sense, the 
learned call gudhartham (obscure). 

For example: 

Your army is as unbearable to the enemies as the army of Sahasragu, 
Against your splendour, which is like that of Hari, other luminous objects 
fade. (10) 
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By the word sahasragu ‘The thousand-eyed one’ ( Indra ) is meant The 
word ‘go’ is not commonly used in the sense of‘eye’. The word hari is used 
for‘The thousand-rayed one’ (i.e., the Sun), He too is not referred to by that 
name by many. So there is gudhatvam. 

11. Neydrtham (Far-fetched) 

1 2ab. The expression whose sense is made out through the indica¬ 
tions it provides, is called neydrtham (far-fetched). 

For example : 

Ulukajitwas conquered by the son of/wM/f+bearer-of-the-name-of-the- 
more-than-once-born, by shooting streams of fiasu, with the aid of promi- 
nent-in-one-part-of-the-face. (II) 

Here, by the word pahkti the number dasa (ten), by anekajandma the 
cakra (wheel), by taddhra (the bearer of that) the ratha (chariot) is indicated. 
From these two (dasa and ratha) Dasaralha ; his tuk or son is Lakymana; by him 
is conquered Ulukajit, i.e. Indrajit By doing what? Taking the help of the one 
prominent in a part of the face (jaw), i.e,, Hanuman. By being what ? By being 
the releaser of rows of arrows. Here, by the word pas'u the word go is indicated 
and, by that, isavah. (arrows). Thus this expression, building up its meaning 
through the indications contained in it, is described as neyartham. 

1 2. Sandigdkam (Doubtful) 

1 2cd. The word which is not definite (in reference) is known as sandigdha 
(doubtful). 

For example: 

He of blue and red form Who burns down the three worlds in the end, 
that veiy God is worshipped in (all) the three worlds, (l 2) 

Here it is not certain who is being alluded to - Fire, Sun or Siva. 


13. Viruddkam (Contrary) 

1 Sab. The word which gives room to a diametrically opposed sense (to 
the one intended), is viruddham (contraiy). 

For example : 
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Extraordinary indeed is your fame - you whose deeds are unsurpassed, 
whose valour is not crushed by the enemies and who are a friend to us, 
without any motive. (13) 

Here, by anuttama, unsurpassed as well as not the best and by apihitam, 
‘not overcome’ as well as ‘overcome’ (is expressed). By akaryasuhrt is meant 
‘friend without a motive’ as well as ‘friend in a misdeed’. By apurvah klrtayah 
‘extraordinary fame’ as well as ‘ill-fame’ is expressed. 

14. Aprayojakam (Purposeless) 

1 3cd. The word which adds irrelevant detail to the description is 
aprayojakam (purposeless). 

For example : 

This Hanuman crossed in one leap the ocean which was dark like the 
tamala tree, salty, very clear and full of foam. (14) 

Here tamalasyamalam etc. describe only the ocean. (Since they do not 
say anything about its vastness,) they do not draw attention to the greatness 
of Hanuman’s crossing. 


15. Desyam (Vulgar) 

1 dab. The word which does not have any derivation is said to be desya 
(vulgar). 

For example : 

Friend, your cheeks are verily pools of beauty; your arms are slender 
and lovely; your eyes are companions in gaiety of the open blue lotuses. (13) 

Here the words galla, talla etc. have no derivation and are obviously 

desya, 

16. Threefold Grdmyam (Unrefined) 

1 4cd.The word giving rise to an asllla (coarse), amangala (inauspicious) 
or ghrnavat (disgusting) meaning is called gramya (unrefined). 

(1) Threefold Aslilam (Coarse) 

1 5. Of these aslilam is said to be threefold - asabkydrtham (expressing a 
coarse sense), asabhyarthantaram (possessing another coarse sense), 
asabhyasmrtihetu (causing the memory of a coarse sense). 
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(a) Of these, asabhydrtham is, for example : 

May that great banyan tree with canopy-like head protect you - which 
stands with a straight massive trunk and hanging roots, flourishing in the 
Yamund-Ganga basin, drawing in within one body, the beauty of the loins of 
Siva and Visnu, reclining on the earth with their massive thighs stretched out. 

( 16 ) 

Due to the coarse sense of chatrdkdras'irak, kata etc., this expression is 
'asabhydrtham. 

(b) Asabhyarthantaram is as in : 

Your beloved who comes at night while you are repeating your lessons 
is the woman belonging to the guhyaka class of gods (guarding Kubera's wealth). 
How (then) is your wealth meagre? (17) 

Here, as the words {yd bhavatah priyd taken as) ydbhavatah priyd , 
guhyakes'dndm (taken as guhya-kes'dndm ) and {pelavam dhanam taken as) 
pelabandhanam have another coarse meaning, this is asabhyarthantaram. 

(c) Asabhyasmrtihetu is as in : 

O mango tree ! Are you making me tremble with the bitterness of the 
cuckoo’s call? My life, departing, has placed its foot on your neck. (18) 

Here, as the words kdfava and krkatikd bring to mind some coarse 
meaning, there is asabhyasmrtihetutd. 

(2) Threefold Amangaldrtham (Inauspicious) 

16. That (word) which is as'astartham (inauspicious in sense) in com¬ 
mon usage, as'astdrthdntaram (has another inauspicious sense), or as'astasmrtihetu 
(causes the memoiy of something inauspicious), is the threefold amangaldrtham 
(in poetry). 

(a) Of these, as'astartham is as in : 

Unsatiated by the broth devoured in the village and by the 'Hi’, 'Hey 
dear’ (exchanged by women) heard from the terraces of the urban dwellings, 
I will die. ( 19 ) 

Here the word ‘will die’ is inauspicious. 
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(b) A&astarthantaram is as in : 

She who sends away in springtime her husband who is happily settled 
in their home, without a promise - a devil is she, not woman. (20) 

Here the words pravasayati, samsthitam, vinasapathadanena and pisacl have 
another inauspicious meaning too (viz. ruins, dead, showing the path of 
destruction, devourer of flesh, respectively). 

(c) Asastasmrtihetu is as in : 

This is the sage Mdrica who performed rites at the temple of $iva 
<Kalantakalaye> for begetting Indra <Sankrandanm and other sons in his wife. 

( 21 ) 

Here the words mdrica, krtya, kaldntaka and sankrandana cause the memory 
of inauspicious things (viz. killer, evil spirit, lord of death and lament). 

(3) Threefold Ghrn&vat (Disgusting) 

17. T he word which is ghrndvadartham (expresses a disgusting mean¬ 
ing), or ghmavadarthantarairi (possesses another disgusting meaning), or is 
ghrndvatsmrtihetu (causes the memory of something disgusting) - this is the 
threefold ghmavat (disgusting) here (in poetry). 

(a) Of these ghrndvadartham is as in : 

This breast-sucking infant is farting, excreting and vomiting the milk. 
The young wife, who is again pregnant, is repeatedly moaning and spitting. 

( 22 ) 

(Here) the words pardate , hadate, vamati and nisthivati have disgusting 
meanings. 

(b) Ghrnavadarthantaram is as in : 

Seated before you, O daughter, your lover is worshipping with the glow 
of his smile, these your soft tear-dewed cheeks, which are pale like the munja 
grass. (23) 

Here, the words klinna, ganda, vipuya , visthita and varcah have another 
disgusting meaning. 

(c) Ghrndvatsmrtihetu is as in : 

Stirring afresh the old wounds of AWarca (yarrows, these thickets of tall 
trees near the city are making our hearts bleed. (24) 
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Here the words rudha, vrana, kleda, purifanda bring to mind disgusting 
things. 


Hie Sixteen Vakyadoyas 

18-19. tiabdahinam (wrong construction), kramabhraytam (sequence bro¬ 
ken), visandhi (no/ bad coalescence ),punaruktimat (repetitive), vyakirnam{ scat¬ 
tered), sankirnam (mixed up), apadam (valying usage), vdkyagarbhitam (contain¬ 
ing another sentence / parenthetical), bhinnalingam (with gender mis-match 
in simile), bhinnavacanam (with number mis-match in simile), nyunopamam 
(with incomplete comparison), adhikopamam (with superfluous comparison), 
bhagnacchanda (broken metre), bhagnayati (disturbed pause), asariram (verb¬ 
less), antimat (styleless).... 

20. These are the sixteen major faults of verse / sentence which are 
spoken of. Now their definition is presented, in brief, with illustration. 

1. Sabdahinam (Faulty Construction) 

2 l ab. The sentence which has any ungrammatical usage is said to be 
‘ s'abdahinam . 

For example : 

When the canopy formed by the stones (hurled by Arjuna ) was struck 
down by the Lord of the creatures {Siva) with his incessant arrows, Arjuna 
delivered blows on the golden rock-like chest of the Three-eyed ($iva) with 
his two arms. (25) 

Here, as the word gamitavati having ktavatu suffix (which should be 
applied to the agent) is applied to the object ( silavitanam ) of the verb, and 
(the verb) ajaghne having the atmanepada form is connected with the object 
(visamavilocanasya vaksah) which is not one’s {Arjuna’s) own limb, there are two 
improper usages. These two words have become sentence-defects, because 
of their incorrectness in relation to ‘stone canopy* and ‘chest of the three¬ 
eyed one’, respectively, and so are different from the word-defect named 
asadhu (in ex. 1). 


2. Kramabhrayfam (Broken Sequence) 

21 cd. When the proper sequence is absent, either in the expression or 
in the sense, kramabhraytam results. 
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For example : 

Be pleased to gift him a horse or ichor-flowing elephant Your loveli¬ 
ness and splendour are equal to the Sun and the Moon. (26) 

When one should have said ‘elephant or horse’, saying ‘horse or el¬ 
ephant’ displays sequence-break of sense [as the elephant is superior to the 
horse and should have been mentioned first). Again, having said ‘loveliness 
and splendour’, saying ‘like the Sun and the Moon’ displays sequence-break 
of words jas the intended comparison is between loveliness and the Moon, 
and between splendour and the Sun). 

3. Visandhi (No / Bad Coalescence) 

22ab. The sentence in which sandhi, the conjoining of adjacent words, 
is either not done or is not euphonic, is visandhi 

For example: 

In this forest on the mountain, the earth lined with trees bursting into 
bloom, is being fanned by the wind from the clouds. (27) 

Here, in meghdnilena amuna, the decision (of the poet) ‘I will not employ 
sandhi’ has resulted in visandhi (absence of sandhi ). In mahjaryudgamagarbhasau 
etc. the ugly joining constitutes visandhi (bad sandhi). 

4. Punaruktimat (Repetitive) 

22cd. When the word or word-sense does not differ (i.e., when the 
same word or sense occurs again), the expression is punaruktimat 

For example : 

These majestic thunder clouds, fringed with lightning, are agitating the 
troubled ones, with their deep-voiced thundering. (28) 

Here utkdnunmanay anti contains repetition of sense. The words gambhirah 
stanayitnavah are repeated. 


5. Vyakirnam (Scattered) 

23ab, The sentence in which the (adjacent) word terminations display 
mutual disagreement, is vyakirnam. 
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For example : 

Against the stem, kisses the lotus pond’s, the swan, rough and prickly, 
face, pleasant sound, making, with beak, limbs rubbing. 

(Brushing his limbs against the rough, prickly stems and merrily call¬ 
ing, the swan is kissing the face (blossoms) of the lotus pond with his beak.] 

(29) 

Here it should have been karkasakantake dande ahgdni ghattayan hamsah 
padminya mukham cumbati In the word order chosen, as the proper connec¬ 
tion between the terminations has been broken, the expression is vyakirnam. 

6. Sanklrnam (Entangled) 

23cd. The (words of one sentence) being mixed up with the words of 
another sentence is known as sanklrnam. 

For example : ( Prdkrta ) 

The old man, being hungry, eats the crow; being very angry he strikes at 
the rice; clasps the dog to his throat and shoos away the grandson. (30) 

Here what should have been said is - Strikes at the crow, eats the rice, 
clasps to his throat the grandson, scares the dog away etc. The chosen juxta¬ 
position of words causes mix up. 

7. Apadam (Varying Usage) 

2 4ab. The (indiscriminate) combination of words which vary in nature, 
as prakrtistka etc., (in one expression,) is known as apadam. 

For example : ( Prdkrta ) 

Even as the workers of the royal family are looking on, my husband is 
being held down and beaten like a dog. Alas, to whom should I appeal? (31) 

Because of the incompatibility of the prakrtistka (natural), komala (gentle), 
and kathora (hard), or, (in other words ?( ndgara (scholarly), upanagara (pol¬ 
ished / cultured) and grdmya (common) types of words used in this expres¬ 
sion, there is apadam, 

8. Vakyagarbhitam (Parenthetical) 

24cd. The sentence which contains within itself another sentence is 
called vakyagarbhitam. 
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For example : 

Worthy that he is, your son, O Ravana, is by me, Lakjmana - Save him if 
you have the power-being led to his death, helplessly! (32) 

Here, since the sentence “Your worthy son is being led to his death by 
me, i.e. Lakymand, has another sentence viz. ‘If you have the power, protect 
him’ inserted into it, there is vakyagarbhitatvam. 

9-10. Bhinnalingam and Bhinnavacanam 
(Gender-mismatch and Number-mismatch in Simile) 

25. When the upama (simile) displays gender disparity (between the 
two components - upamana and upameya ), it is called bhinnalingam The simile 
which contains number disparity is bhinnavacanam 

For example : 

You are unapproachable even for women of unequalled speech, just as 
the river with its waves breaking over uneven rocks is, for the man who wishes 
to cross. (33) 

Here, in You (masculine) are unfathomable like the river (feminine)’ 
there is difference of gender. Between ‘for women’ and ‘for the man desirous 
of crossing’, there is difference of gender and number. So this single illustra¬ 
tion serves both. 

Now for bhinnalingam alone : 

The sky (neuter) is clear like the pond (feminine), the moon (mascu¬ 
line) is white like the swan hen, this swan is like the moon’s digit (feminine), 
your fame (neuter) is like the swan-array (feminine). (34) 

Bhinnavacanam alone : 

The sky is clear like the lakes; the moon is white like the kasa blooms; 
the swan is white like the moon; the directions are white like the swan. (35) 

11. Nyunopamam (Incomplete Comparison) 

26ab. Here (in poetics), when the upamana falls short in the described 
features, the expression (simile) is nyunopamam. 

For example : ( Prdkrta) 
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The pond holding a nestling pair of cakravaka birds and blooming 
lotuses, covered with lotus stalks, delights like the bride whose breasts are 
anointed with rocana, (3(3) 

Since the comparison is short of the words naming the features, i.e., 
the eyes, arms etc. of the bride (who is the upamana), this is nyunopamam. 

12. Adhikopamam (Superfluous Comparison) 

26cd. That ( upama ) which has an excess of them (features described in 
the upamana ) is said to be adhikopamam. 

For example : (. Prakrta ) 

The new bride bedecked with the freshly strung flower ornaments, looks 
lovely like the kunda creeper, whose bunches of full blossoms are drawing 
swarms of bees around them. (37) 

The ‘swarm of bees’ in the description of the upamana (the kunda creeper) 
is in excess (as the ‘tresses’ of the bride has not been included) and so the 
expression is adhikopamam. 

13. Bhagnacchanda (Broken Metre) 

27ab. The expression in which the metre is violated / broken, is said 
to be bhagnacchanda. 

For example : 

That in which the five kinds of beings and the sky too are supported - 
realizing that, the persevering brdhmana should attain enlightenment (38) 

Here, since the fifth syllable which should have been short has been 
made long, the metre has been broken. 

1 4. Bhagnayati (Disturbed Pause) 

27cd. That (the verse) in which the pause is at the improper place, is 
called bhagnayati 

For example : 

He who is worshipped by the words of Brahma , Indra, Visnu and other 
gods, may that one (Siva), crowned with the moon, bless his devotees with 
fortune.^ Listening to this song of the women, the Lord was seated in the 
abode whose pinnacle held up the clouds. (39) 
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Here, as the pause should have come in the fourth place (in each 
quarter), but has been shifted elsewhere, this is bhagnayati 

15. Asariram (Verbless) 

28ab. That (expression) which lacks a verb is called asariram (without 
body). 

For example : ( Prakrta ) 

(Him), one half of whose body is occupied by the daughter of the moun¬ 
tain ( Parvati ), to whose forehead is bound the consumed moon-digit, on whose 
head Gahga is seated, who is the lord of the pramathas (ganas), bowing down 
for the evening prayers. (40) 

Due to the absence of the verb this (expression) is asariram, 

16. Threefold Aritimat (Style-less) 

28cd-29. Where the lapse in the gunas s'lesa etc. is seen, it is called 
aritimat ; it is said to be threefold. Firstly, this fault is of three types - based 
on sound, sense or both. 

30ab. Each of these three again is threefold, involving three gunas 
each - s'lesa etc. 


(1) Threefold tfabdagunaviparyaya (Sound-Lapse) 

30cd-31ab. The lapse from (the three sabdagunas ,) s'lesa, samatd and 
saukumdryam, resulting in the loss of style <aritimati>, is said to be a defect 
related to sound / expression. 

There: 

3led. By failing to maintain s'lesa (cohesive sound composition) the 
structure of the expression can become loose <s'ithila>. 

(a) For example: 

O friend, in this forest darkened by the tamala trees, this row of malati 
creepers, swarmed by the flitting bees, is tugging at my heart. (41) 

The not too soft phonetic construction which as if fuses the many words 
into one, is s'lesa. Failing to maintain that, this lapse from cohesiveness is a 
fault belonging to expression. 
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32ab. By not maintaining samata (even phonetic construction), the same 
(structure) becomes visama (glaringly uneven in texture). 

(b) For example : 

The Malaya breeze resounding with the calls of the cuckoos, cool with 
the spray from the splashing waterfalls, is blowing towards me. (42) 

Here, due to the soft phonetic construction in the first half and the 
harsh one in the latter half, there is disparity between the internally uniform 
phonetic constructions. This lapse from samata is a flaw belonging to 
expression, named visama, 

32cd. Kaphoram (harshness) results from the failure to maintain 
so.ukumdryam (softness in sound). 

(c) For example : 

May the son of the black trail-ed one {Agni = Fire), the blaster of the 
( Kraunca ) mountain, the Commander of the dwellers of heaven, ( Kartikeya ), 
possessing not two eyes (but twelve), completely annihilate your enemies 
with the fierce glances from his brilliant eyes. (43) 

Here, in the excessive harshness (of sound), the lack of softness is 
clearly apparent. 


(2) Threefold Arthagurmviparyaya (Sense-Lapse) 

33. The failure to maintain kdnti, prasada and arthavyakti (charm, sim¬ 
plicity and completeness of expression) in the sentence - that lapse from 
quality is pronounced to be sense-based. 

34ab. By failing to maintain prasada (simplicity), the sentence becomes 
aprasanna (not lucid). 

(a) For example : 

The swan reaching the part-less one (the sky) adorned it, whose white- 
rayed one (moon) was marked with a spot resembling the not-so-white (blue) 
water-born one (lotus). ( 44 ) 

Here, the words being not so common, there is aprasannatvam, This is 
the sense-based fault of lapse from prasada. 
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34cd. If arthavyakti (the precise and complete expression of meaning) 
is not accomplished, the sentence becomes neyartham (needing supplement¬ 
ing). 

(b) For example : 

The earth was raised from the reddened ocean by the Great Boar. With 
only this much having been indicated, the reasons for the redness have to be 
surmised. (45) 

From the expression itself it is evident that this is the sense-based 
(fault of) deficiency in arthavyakti 

35ab. The lapse in kdnti (charm in expression) leads to the expression 
being identified as gramya (unrefined). 

(c) For example : 

O girl, why do you not love me, who is loving (you), sorrowing in your 
separation and (ever) sitting near you? (46) 

Due to the unrefined expression and the absence of charm, this is the 
sense-based fault of lapse in kdnti 

(3) Threefold Ubhyagunaviparyaya (Lapse in Sound-and-Sense) 

35cd-36ab. Where ojas , madhuryam and audaryam are not fostered, the 
defect is said to belong to both (sound and sense), since both are affected. 

36cd-ef. The rejection of ojas (ornate compounding and fierce sense) 
which destroys style in the expression, is the fault termed asamastam by ex¬ 
perts. 

(a) For example : 

Madana <Smara> is cruel; the dear one is wicked; the body strengthened 
by anger is weak now; pride has dissipated; love has grown; delusion has set 
in; my breath has departed. ( 47 ) 

Here, even though compounds are absent in the expression, and the 
theme is (love and therefore) tender, due to the absence of s'lesa and other 
gunas which are its basis, the Vaidarbht style is not seen; nor (do we see) Gaudi 
or any other style, because their typical characteristics are absent Destroying 
style, this lack of ojas is a fault resulting in the loss of quality in both sound 
and sense. 
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As has been said : 

Such usage brings harshness and looseness into the composition. Therefore the 
Southerners do not use this type of alliteration. 

37. The lapse from madhuryam (sweetness of theme and expression) is 
called anirvyudham (not sustained), as it harms style, by the experts on po¬ 
etry. 

(b) For example : 

One must not have faith in possessors of nails, in rivers, in horned 
creatures, and in the weapon-handed, in women and in royal dynasties. (48) 

Here, after commencing a pattern with ca following the sixth-case-end¬ 
ing in nakhinahca and nadlnahca, the ca is later dropped for the words srhgindm 
and sastrapanindm ; the sixth-case-ending is given up in strisu rajakule$u ca; and 
the conveyed sense is not sweet. This fault called madhurya-viparyaya is a 
lapse from quality in both sound and sense. 

As has been said : 

Sweetness lies in delightful expression. Delight resides in the sense too. Wise men 
(connoisseurs) are intoxicated by it just as bees are by honey. 

The homogeneity perceived in sound - the sequence of words having that is endowed 
with euphony <sanuprasd> and is delightful. 

38. With the lack of audaryam (elegant description of striking things) 
resulting in the loss of style, the expression is called analahkaram (poor / 
inadequate) by the experts on rhetoric. 

(c) For example : 

With his long tail, four feet, a hump and hanging dewlap, the cow’s 
offspring, the bull, is eating grass with his mouth. (49) 

Here, the sense is too ordinaiy, the description is not exalted but plain, 
and so this is called niralahkaram. This is the fault auddryaviparyaya, a lapse 
from quality in both sound and sense. 

As has been said: 

The expression which contains elegant epithets such as play-lotus, sporting pond, 
golden bracelet, is called uddra (exalted). 
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The expression in which some noble quality is perceived, is called udara. The 
practice of poetry is enhanced by it. 

The Sixteen Vakyarthadoyas (Faults in Purport) 

39-41. Apdrtham (with no purport), vyartham (purposeless), ekdrtham 
(redundant), sasamsayam (ambiguous), apakramam (lacking order), khinnam (bro¬ 
ken of!), atimdtram (exaggerating), parusam (harsh), virasam (mood-intrusive), 
hinopamam (inferior in comparison), adhikopamam (too superior in compari¬ 
son), asadrksopamam (inapprpriate in comparison), aprasiddhopamam (obscure 
in comparison), niralahkaram (without ornament), aslilam (coarse), viruddham 
(refuted by fact, reason and ethics) - these are the sixteen faults named in the 
sense of poetry. I shall define them now. 


1. Apdrtham (Bereft of Purport) 

42ab. The absence of a single, unifying purport in the expression, is 
said to be apdrtham. 

For example : 

The aging bull sits at the door with his dewlap and hooves and sings 
auspicious songs. The brahmana lady, desiring a child asks him - O King, what 
is the value of garlic in the salt mine ? (50) 

Since there is no unifying purport in this expression, it is apdrtham. 


2. Vyartham (Purposeless) 

42cd. The expression whose purport has already been conveyed or 
does not serve any purpose is said to be vyartham. 

For example: 

Then the two tigers of the Raghu dynasty came to the hermitage of 
Sarabhanga, Seeing the two - Rama and Laksmana - he (3arabhanga) sacrificed 
his own body in the fire. (51) 
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Here, from dmhisdtdm and drstvd (‘the two arrived’ and ‘having seen’), 
tau (‘those two’) is understood; from raghuvydghrau (‘tigers of the Raghu race’) 
Ramaiaksmanau is understood;from tanum (‘body’) svdm (‘himself /‘his own’) 
is understood; from ahaufit (‘sacrificed’) ‘vahnaii (‘in the fire’) is understood; 
so there is gatdrthatvam (sense already undertood). Again, neither their going 
to the hermitage of Sarabhanga nor his self-immolation is relevant or useful 
to the story coming later; so this verse does not serve any purpose. So this 
fault called vyartham is to be found both within this expression and in the 
entire work. Since ideas or events handed down in precept and in history, 
being expressed again in words, does not amount to repetition, this is different 
from (the fault of) arthapunarukti (repetition of sense). 

3. Ekdrtham (Redundant) 

43a. The expression’s not differing in purport (from an earlier expres¬ 
sion), is ekdrtham. 

For example : 

Adorned, Krma rightly possessed another lakymi (beauty) now. Pervad¬ 
ing his whole body, this laksmi was dear to the entire world. The other Lakjmi 
resides only in his heart and is not the beloved of anyone else. (52) 

The same purport is conveyed again thus : 

He (Krma) in whose beautiful heart, wide as a doorway, is seated his 
wife Laksmi <SrI>, now possessed another laksmi - pervading his whole body 
and dear to (lit. embraced by) all without exception. (53) 

Of these two verses, the (later) one repeating the sense (of the earlier), 
becomes faulty when the whole work [ Sisupalavadham] is considered. 

4. Sasams'ayam (Ambiguous) 

43b. The expression with doubtful purport is ‘ sasams'ayam . 

For example : 

O friend, your eyes dancing with the joy of seeing the dear one who 
delights your heart! This mother who is at work far away (/ nearby) cannot 
watch (/ cannot bear to watch) such things. (54) 

Here, as words like drat have two meanings, it is doubtful whether mother 
will watch or not. 
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5. Apakramam (Orderless) 

43cd. The expression in which the order (of the events) is upset, is said 
to be apakramam 

For example: (Prdkrta) 

After having his head shaven, the head-man of the village bathed and 
ate and set off to ask the astrologer the star, date and day. (55) 

Here, the enquiry about the star etc. coming after the act of shaving, 
this is apakramam. 


6. Khinnam (Broken off) 

44ab. Having begun a naturalistic or other kind of description, if it is 
not kept up, it is called khinnam by the learned ones. 

For example : ( Prdkrta ) 

Married, the new bride, being borne in a palanquin to her father-in- 
law’s, weeps; the brother-in-law comforts her, walking by her side. (56) 

Here, since the description begun of the typical appearance of a new 
bride, has not been continued, there is khinnatvam 

7. Atimatram (Hyperbolic) 

44cd. The expression whose purport goes totally beyond experience, 
is called atimatram 

For example: 

The bud-cup was squeezed so hard by the bee that honey rained in the 
woodland, filling up the hoof prints left by cows. (57) 

Here, as the presence of a rain of honey in a bud-cup that fills up the 
hoof prints of cows is impossible, there is atimatratvam 

8. Paru$am (Harsh) 

45ab. The expression whose purport is cruel beyond limit is called 
‘ parusam'. 
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For example: 

The mother whose breast is wounded by the teeth of the child pushes 
him away and curses thus - Devour poison; drink urine; let small pox take 
you away; let lightning fall on you. (58) 

Here, because of the expression of cruel purport in ‘eat poison* etc. 
there is paru^yam. 


9. Virasam (Irrelevant Mood) 

45cd. The expression which contains a mood which is irrelevant (i.e. 
not compatible with the prevailing mood), is called virasam. 

For example: 

Your staying in the forest is not right; give up the sorrow of your father s 
death; what is the use of penance? O beautiful one, make your youth fruitful 
with me, your ardent lover. (59) 

Here the girl who is grieving on her father’s death is being exhorted to 
unite with the lover, when love is not the prevailing emotion. Hence there is 
virasam. 


10. Hinopamam (Unworthy Comparison) 

46ab. Where (in upama) the comparison is with an inferior, that is known 
as hinopamam. 

For example: 

Now advancing and now charging suddenly, you have scattered the 
enemy’s army just like a dog scattering away a herd of deer. (60) 

Here, as the brave man is being compared to a dog, this is hinopamam. 

11. Adhikopamam (Too Superior Comparison) 

46cd. That {upama) in which the same (comparison) is too high, is 
adhikopamam. 

For example: 

Seated on the lotus this cakravaka looks like Lord Brahma, at the begin¬ 
ning of the aeon, desiring to create. (61) 
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Here, the cakramka (bird) being compared to Brahma, the creator of the 
universe, is adhikopamam. 

12. Asadrs'opamam (Inappropriate Comparison) 

47ab. The upamd which makes a comparison when there are no com¬ 
parable features, they term asadrs'opamam. 

For example: 

Bow down to Siva who destroyed the beautiful body of Madana 
<manmatha> with the fire of his wrath, resembling Himalaya from whose vast 
slope the stream of Gahgd emerged. (62) 

Here, since there is no similarity between Hara, whose fiery wrath has 
consumed Madam’s body, and the snowy mountain from whose slope the 
stream of Gahgd has emerged, this is asadrs'opamam. 

13. Aprasiddhopamam (Obscure Comparison) 

47cd. The ( upamd making a) comparison which is not established, is 
aprasiddhopamam. 

For example: 

Her face is like the lily; the buffalo is like the cow; this poem is like the 
moon; that young woman with thrilling body looks charming like the 
autumn with the blossoming pulaka trees. (63) 

Here, the similarity is implied between lily and face, cow and buffalo, 
the poem and the moon, and directly expressed between the autumn and 
the young woman; but as the upamdna-upameya relation between these things 
is not an established one, this is aprasiddhopamam. 

14. Niralahkdram (Unomamented) 

48ab, The expression which is devoid of ornament is called niralahkdram. 

For example: 

The boars are digging the grass; the vultures are eating the flesh of 
corpses; the owls are killing the crows; the crows too are troubling the owls. 

(64) 





fsras \m MsiferMt ^c^i 

WT^'JII^HI^ d^<|J|H4r4HI tl ^ II 

(O (ft*H) 

^[ ^l'=b l ldd)=hlR'Rcllq: ^5fq I 

OTHf% WT8jf^Km ^51^?: II <\o || 


^r«n - 


HFffasp i 

^Vdl^O'c^ II (qq) 


3T5j ip ^5 ^ ^rcfef, 

^r4 ‘st^r^rfsRm: n 



Wt: 


47 


Here, since the characteristic appearance etc. of the boar etc. have not 
been described, even alahkaras like jati are not observable. So this is the fault 
named niralahkaram, pertaining to the sense of the sentence. This is different 
from that ( analankaram ) based on sentence, seen in ‘gorapatyam etc.* (ex.49) 
because that is more descriptive. 

15. Aslilam (Indecorous) 

48cd. The expression which brings to mind an indecorous meaning is 
called as'lilam. 

For example: 

He who is attempting to strike the enemy- if he stands still and looks 
for an opportunity - his fall is certain and revival will be very difficult. (65) 

Here, the expression seems to be presenting an indecorous sense; 
udyatasyaparam hantum suggests the beginning of sambhoga (union); stabdhasya 
vivaraisina suggests the sex organs; patanam jayate’vasyam suggests failing of 
the semen; and krchrena punarunnali suggests the attempt at erection again 
after the failure in love. 

16. Three types of Viruddham (Contradiction) 

49. Where any of the three types of virodha (clash) - with direct percep¬ 
tion, inference / judgement or the path of agama (traditional precept) - oc¬ 
curs, that is called viruddham, 

(1) Threefold Pratyaksavirodha (Against Fact) 

50. Whatever (statement) is seen to challenge (the facts of) desa (place), 
kala (time) or loka (common experience) is called pratyaksavirodha (against 
direct perception), by (experts with) clear minds. 

(a) Of these, desavirodha is as in : 

In the country of Surastra there is a famed city named Mathura , the hilly 
regions neighbouring which are abundant in walnut and coconut trees. (66) 

Here, Mathura is not in the Surastra country. And there are no walnut 
and coconut trees in hilly regions surrounding it. And as the term desa stands 
for mountains, forests, nations etc., this is the pratyaksavirodha pertaining to 
desa. 
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(b) Kalavirodha is as in : 

The lotus pond blooms in the night; the lily pool opens up in the day; 
the spring blooms with nicula; the summer is full of rainy days. (f>7) 

There is no blooming of the lotus pond in the night, or of the lily pool 
during the day, or of the nicula trees in spring; summer has no rainy days. 
And as the term kala stands for night, day, season etc., this is the 
pratyakyavirodha pertaining to kalcu 

(c) Lokavirodha is as in: 

The elephant tosses his mane; the horse is sharp-horned; this eranda is 
full of sap; the khadira tree is sapless. ((>8) 

Here the existence of mane etc. is not observed in the elephant, horse, 
eranda and khadira, respectively. And as the term loka refers to immobile and 
moving things (observed in the world), this is the pratyakyavirodha pertaining 
to common experience. 

(2) Threefold Anumanavirodha (Against Reason) 

5 1. In poetry whatever (matter) is refuted by / violates yukti (reason), 
aucityam (propriety), pratijha (proposition / resolution) etc., is called anumana¬ 
virodha, by great poets. 

(a) Of them yuktiviruddham is as in : ( Prakrta ) 

Whose heart does not that lotus delight?- the lotus which has grown 
on the back of the tortoise and is surrounded by the swarm of bees which is 
craving to drink the fragrant nectar? (G 9 ) 

Here, as (the combination in) the lotus growing on the back of the 
tortoise is not supported by reason, this is yukti-viruddham, 

(b) Aucityaviruddham as in : [Prakrta] 

The pamara is wiping with his silk shirt, the pamari’s face which is wet 
with the perspiration caused by the weight of the huge pan of rice, (70) 



50 




TO TOR 



TOtete tet m^\<\ ^ ^ tei 

TRTcfT ^f TOR ^F%te^TOa^3^TOt TOT^II (v^) 

to te ^rotet teteteropro sfteM^tenftetepn 


(3) STFTtete: (ten) 

tefq # <q#pi 

cWFteMtWn ^TT: II ^ II 





tot - 


TOTO^tefofq terfte ijd: I 
wnspptete r ten## ii (vs^) 

TOgtero te^roteteR!^ tentete n 


sr^rtete to - 

°fr |h 1M'Hi < KHl c h<rM L f>cil TT^TT RFlTOT: I 

TO|;#I Rte t5«Rf: # TOfTO II (^) 
to TOteroi wite temteroterote: to^toto^ ^ ^|-kw 



c&WW'WfaM TO - 


### foKW^ I 

TJJif: TOcRTO: te^T tejTR: TO# II (W) 


TO te# TOHTfTO TOTOTTOte: TO^IHIc^ TOTOTOf#fa: ! fTOTOTOTT ^ 
■^telTOTOI^te: 


Tm: 


51 


Here, as the (humble) pamara's affording a silk shirt is inappropriate, 
this is aucitya-viruddham. 

(c) Pratijnaviruddham is as in : 

‘I am vowed to silence for life, my father is a celibate, and my mother 
was a barren woman.’ ‘Handsome as Madana<smardbha>, you lack comparison.’ 

(71) 

Here, since the speaker himself violates his resolution by saying ‘I am 
vowed to silence for life etc.’, [and there are the other self-contradictory propo¬ 
sitions], this is ‘ pratijnd-viruddham '. 

(3) Threefold Agamavirodha (Against Norms) 

52. Whatever is barred by/against codes <sastra> concerning duty 
<dharma>, ambition <artha> or desire <kama\ is termed ‘ agamavirodha . 

(a) Of these, dharmasastravirodha is as in : 

Without being formally initiated, he learnt the Vedas from his teacher. 
Indeed the crystal which is naturally clear, does not need purification. (72) 

One who has not been initiated has no right to learn the Vedas. Hence 
this is ‘ dharmasastra-virodhd. 

(b) Arthasastravirodha is as in : 

For kings, the fruit of conquering the earth is the satisfaction of all 
desires. One’s enemies are defeated by pride, so'why resort to polity? (73) 

The writers of arthasastra do not accept the enjoyment of desires as the 
fruit of conquering territories; and pride does not accomplish the defeat of 
enemies. Hence this is ‘ arthasastra-virodha 

(c) Kamasastravirodha is as in : 

O lady with bimba{-red) lips ITeeth-marks on your upper lip are looking 
beautiful. This bhinnagrama (musical mode) complete with all the seven svaras 
(notes) is pervading (the air). (74) 

As the writers of kamasastra (love-science) do not permit teeth marks on 
the upper lip, there is kamasastra-virodha. And as bhinnagramas do not have all 
the seven notes, this is kald-virodha (refuted by the rules of art). And that {kola) 
being part of this (kama), this is also ‘ kamasastra-virodha. 
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53. It is the poet who is acquainted with these faults of words, sen¬ 
tences and the import of sentences, for the purpose of avoiding them, who is 
fit to compose poetiy. 


Gum (Quality/Excellence) 

54. That poetry which is lacking in guna (quality), is not worth listening 
to, even if it is well adorned (with alankaras). Of the two - inherence of good 
qualities and inclusion of ornaments - the first is more important 

55. Poets agree on/recognise three types of excellence in poetry, viz. 
external, intrinsic and the unusually accepted (faults). 

56. The external excellences belong to the expression (word organisation 
and sound), and the intrinsic ones lie in the import/content The unusual 
ones are the faults themselves having merit (under certain circumstances). 

The Twenty-four Gunas of Expression 

5 7. Twenty four external excellences belonging to expression have been 
spoken of. They are now presented with name and definition. 

58. They are - slesa, pros ado, samatd, mddkuryam, sukumarata, arthavyakti, 
kanti, udaratvam and udattata; 

59. ojas and aurjityam, preyan, and susabdata, and likewise, samadhi, 
saukjmyam, gambhiryam, and vistara; 

60. sankfepa, sammitatvam, bhavikatvam, and gati; also riti ukti and praudhi. 
Now for their definition and illustration. 

1. $le$a (Cohesion) 

There : 

6 lab. The beautiful cohesion of words is called 1 slesa. 

For example: 

If two streams of the water of Heaven’s Ganga were to flow across the 
sky, then the tamala- dark chest of Krsna down which sways a string of pearls, 
would find a comparison. (75) 

Here, though the words are distinct from one another, because of their 
appearing as one due to the cohesion in phonetic structure, there is the 
excellence called sle$a, belonging to expression. 
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2. Prasada (Simplicity) 

61 cd. Expressing in words which have established meanings is termed 
prasada. 

For example: 

Let the bisons plunge into the water of the puddles repeatedly striking 
it with their horns; let the deer-class chew the cud, forming into herds in 
shades; let the lords of boars fearlessly dig up the grass in the pools; and let 
this our bow, too, have repose, with the fastening of its string loosened. (76) 

Here, because of the use of words like gdhantam mahi$a nipanasalilam 
which have established meanings, there is prasada. 

3. Samata (Evenness) 

62. The uniform use of mrdu (soft), sphuta (clear/crisp), or misra (mingled) 
bandha (phonetic construction), is called samata. 

For example: 

May the water of the divine river ( Gahga ) - which once meandered 
through the brown mat of tfiva’s <harasya> hair, adorned by the heap of buds 
formed by crores of moonbeams, and is now roaring in loud music through 
the rocks and thickets of the snowy mountain {Himalaya) - cleanse you. (77) 

Here, from beginning to end, the sphuta bandha is maintained; so there 
is samatvam 


4, Madhuryam (Sweetness) 

63ab. The discrete (uncompounded) presence of words in the sen¬ 
tence is known as madhuryam. 

For example: 

The first drops of rain water lingered for a moment on her [ParvaiVs] 
lashes, stroked her lips, spattered on the raised breasts, and stumbling on 
the folds in the waist, at long last reached her navel. (78) 

Here, due to the absence of compounding in the words, the discrete¬ 
ness of the words results in madhuryam. 
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5. Saukumaryam (Softness) 

63cd. The expression in which, for the most part, the (consonant) let¬ 
ters are not harsh, is considered to be sukumdra. 

For example: 

Spreading their feathers in an arch, and pouring out sweet music from 
their throats, the peacocks are dancing in the cloud-encircled season. (79) 

Here, as all the syllables are not soft, saithilyam (looseness), the fault 
resulting from the absence of slesa, is avoided; and most of the syllables are 
not rough; so there is saukumaryam 

6. Arthavyakti (Complete Expression) 

64ab. Where there is completeness of expression they call that 
arthavyakti 

For example: 

For inspiring me with word and sense I bow down to the parents of the 
universe, Parvatl and Paramesvara, who are in union like word and sense. (80) 

Since the sentence is perfectly complete, the meaning has been coher¬ 
ently expressed. So there is arthavyakti 

7. Kanti (Beauty/Grace) 

64cd. The beauty of phonetic structure which poetry must possess is 
called kanti 

For example: 

Remembering the draught of honey from Lafamfs sport lotus, the bee 
finds no joy in the kunda *s honey; is not happy with the new bakula ; does not 
resort to the sdla\ does not delight even a little in the lavahga ; does not attach 
himself to the priyahgu', nor does he flit around the mango tree. (81) 

Here, as the sound structure is lovely, there is beauty; the same is called 

kanti 


8. Audaryam (Lively Composition) 

65ab. Composition with varied syllables is called audaryam by the 
learned. 
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For example: 

What is it that fire, seized by wind, does not do in the forest? It shoots 
up trees; rushes into dens; grapples with the hills; sends tongues into the 
sky; tumbles on the earth; clings to the bower’s lap; whirls in tree hollows; 
sports/flashes about; and rests on the creepers. (82) 

Here, composed with varied syllables, the expression contains words 
which are as if dancing. That is udarata, 

9. Udattata (Felicity) 

65cd. The employment of elegant descriptive phrases is udattata. 

For example: 

On merely hearing that he has arrived, his enemies flee with fear from 
their city, their women turning their necks to direct tearful glances on the 
bright white palace, on the blossoming garden, on the pond full of new 
lotuses, and on the pleasure hill green with fresh grass. (83) 

Here, because of the use of elegant phrases - s'ubhre , pallavini , 
navambhoruhi etc., there is udattata, 

10. Ojas (Ornate Compounding) 

66a. Ojas is the abundance of compounds. 

For example: 

Victorious is the chanting of Veda composed of spontaneous praises, 
by the mouths (lit skulls) of the Brahmas of many aeons, which have been 
freed from death by the nectar flowing from the moon tightly squeezed by 
the knots of the serpent rope on Siva’s crown (and falling on His garland 
strung with these skulls). (84) 

Here, because of the abundance of compounding in phrases such as 
bhujagarajjugranthi ., there is ojas. 

11. Aurjityam (Firm Composition) 

66b. Firmness in composition is aurjityam 

For example: 
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Dark as the shoulder of the young buffalo, the column of smoke from 
the forest fire, which curls a little and stretches out, breaks a little, playfully 
collects together and then expands, forms a heap and then lightly rises, is 
freely travelling, creating shifting cloud patches in the sky. (85) 

Here, as the firmness of composition is clearly perceived, this (expres¬ 
sion) has aurjityam. 


12. Preyas (Pleasingness) 

66cd. Excessively pleasing speech is preyas. It is prescribed in flattery. 

For example: 

O King Munjal Ocean of benevolence, friend of the learned, treasure- 
house of virtues, sprout of the tree of righteousness, parent to those seeking 
shelter, supreme sacrificer, the refuge of knowledge, the dwelling-place of 
wealth, teacher of the art of love even to the most wilful of women - why do 
you not stroke this person with your glance. (86) 

Here, the use of words like ‘ocean of kindness’ which are pleasing in 
sense, is i preyai. 


13. Sus'abdata. (Good Wording) 

67ab. The intelligent use of noun-terminations and verb-terminations 
is called sus'abdata. 

For example : 

O Mother! Let him not be granted life, let not a living creature show 
such irreverance. Let there be no birth (for him). What indeed is the use, O 
Mother, of the birth of a creature whose life is a waste, who does not ever 
salute you, worship you, seek you, gaze at you, praise you, remember you, 
value you, follow you, meditate upon you? (87) 

Here, the intelligent use of the noun-related words, ajivanih, ajananih 
etc., and the verbs, vandate, yajate etc., is sus'abdata. 

14. Samadhi (Superimposition) 

67cd. Samadhi is the superimposition of the characteristics of one thing 
on another. 
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For example: 

Her lip is receiving the aging (lit. change) of asoka sprouts; in their 
paleness her cheeks are descending to the state of ripening tali (leaves); her 
eyes are repeating the wilting period of the lotus bank. Thus she is approach¬ 
ing (lit touching) sweetness and thinness as well. (88) 

Here, superimposing the features of conscious action, such as ‘accepts’, 
‘descends’ and ‘repeats’, on unconscious things such as lips, through attribu¬ 
tion, is samadhi 


15. Saukfmyam (Subtlety) 

68ab. The interrelation between some of the words of the expression, 
containing the (central) statement, is sauk$myarru 

For example: 

Here (in describing God) all the verbs/roots, sjjati-samhf-sdsti (creates- 
to destroy-rules) bear only active voice terminations, not one is in the passive 
voice. But stauti (praises) needs the other noun-relation (and so the passive 
voice). (89) 

Here, to the sentence heard and the sense grasped, since the interrelat¬ 
edness of the words ‘creates-destroys-rules-is praised’ brings subtlety, the 
expression has suksmatvam 


16. Gdmbhiryam (Depth) 

68c. Being replete with allusion is called gdmbhiryam. 

For example: 

Bear the white lotus on your head; make your stride limidess; carry 
the wheel imprint on your two feet; raise the earth with your arms; place 
Laksmi betwixt your brows; become elder to the lord of the gods (i.e. Indrd). 
Even then, Thief of all the hearts in the world! It will be known that you are 
none other than Hari. (90) 

Here, ‘bearing the lotus in the navel’, ‘limiting the footstep’ (to cover 
the three worlds), ‘bearing the wheel mark on the hands’, ‘lifting the earth 
with the tusk’, ‘keeping Laksmi in the chest’, and ‘being younger (brother) to 
Indrd-all this (about Hari= Vi$nu ) is alluded to. Hence there is gdmbhiryam. 
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17. Vistara (Expansion) 

68d. Stating the matter in detail is vistara. 

For example: 

(Lover to the beloved-) Let this person attain the form of ocean water 
for his merits, and then let the clouds bear him in that form to the mouths 
of pure pearl shells. Then, with his merit, let him attain that perfection by 
which, O you of large breast, he will sway on your heart, spreading lustre all 
around. (91) 

Here the idea ‘How I will sway on your bosom’ has been elaborated in 
detail. This is vistara. 


18. Sarjik$epa (Condensing) 

69ab. Stating the matter briefly is called sankfepa. 

For example: 

His injury healed by the superior herbs brought by Maruti ( Hanuman ), 
(. Lakpnana) with his arrows resumed the role of teacher of lament to the 
women of Lanka . (92) 

Here, for fear of destroying the prevalent mood of war with a detailed 
telling of the story (of Hanuman ’ 5 journey to fetch the herb for reviving Lalqmana 
who is lying injured on the battlefield), merely half a verse has been em¬ 
ployed. Hence there is sanksepa. 

19. Sammitatvam (Measure) 

69cd. When just as many words are employed as the sense demands, 
it is termed sammitatvam. 

For example: 

Some in the matter, not in the expression; some in the expression and 
not in the matter; others in the expression and in the matter; still others 
neither in the expression nor in the matter. (93) 

Here the sense and the words balance one another as if placed on 
scales. Hence there is sammitatvam. 
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20. Bhavikam (Charged with Feeling) 

70ab. The emerging of speech from feeling is called bhavikam. 

For example: 

Come come son, child of the ifogA&r/Full moon! I will kiss you on your 
head, embrace you for long, or lifting you to my heart, cariy you around day 
and night, or worship the two feet-lotuses of yours. (94) 

Here, in the rush of joy, even though improper (as the speaker, Janaka, 
is older than Rama), the words ‘Or I will worship your feet-lotuses’, are being 
spoken. This is bhavikatvam. 


21. Gati (Movement) 

70cd. Here (in poetic expression) the order in the arrangement of as¬ 
cent and descent is gati 

For example: 

May that Boar grant you welfare - on the tip of whose tusk which gleams 
like the tip of the crescent moon, untouched by the sheets of rising waves of 
the four oceans, the Earth is perched, trembling that his step may falter in 
bearing her above. (95) 

Here, in the first half there is the ascent of svara{?) and in the second 
half descent Hence there is gati 

2 2. Rlti (Method) 

7 lab. Carrying to the end that (mode of expression) which has been 
begun, is called rlti 

For example: 

‘Are you not hurt by the boulders of the mountain ?’ ‘No.’ ‘Are you not 
troubled by the water?’ ‘No.’ ‘Do the serpent’s breaths not stupefy you?’ ‘No.’ 
‘Are your attendants not wearied in any way?’ ‘No.’ May this long line of 
questions and answers lovingly exchanged by the two - Visnu and Lak$mi- on 
the way to their home, protect you all. (<)(>) 

Here, since the na (no/not) has been placed after every phrase (lit. 
word), the pattern is not broken. This is riti 
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23. Ukti (Pointed Speech) 

7 led. Speech which is different (from the normal) - that the poets 
know as ukti. 

For example: 

‘Is she well?’ ‘She is living.’ ‘I am asking about her well-being.’ ‘I said 
that she is living.’ You are saying the same thing again!’ ‘Can I describe her 
who is (still) breathing as dead?’ ( 5 ) 7 ) 

Here, on being asked ‘Is she well?’, the answer should have been either 
‘She is well’ or ‘She is not well’. The reply ‘She is living’ etc., by its devious¬ 
ness, conveys that all that she is left with is life. This gets the name ukti , 
among the sabda-gunas of poetry. 

24. Praudhi (Ripeness) 

7 2ab. The full ripeness of expression is referred to by the term praudhi 

For example: 

The land has been saved, the enemy’s chest has been crushed, the 
kingdom of the mighty one has been conquered, immediately after stepping 
in. What this young man has done in one birth, the Ancient Puru$a did in 
three. ( 98 ) 

Here, from the prakrtistha (natural), komala (gentle) and ka\hora (diffi¬ 
cult) or (in other words) from the ndgara (scholarly), upanagara (polished) and 
gramya (common) types of words, - e.g. abhyudhrta (in this example, belonging 
to the ndgara type), or from the gramya type, or from the type in between 
<ubhaye?am> t by constantly selecting and discarding words, and by (labouring 
for) beauty in arrangement, the practised ripeness of expression which is 
reached - named nalikera-paka (coconut ripeness), mrdvika-paka (grape-ripe¬ 
ness) etc. - is termed praudhi And the pdka in this expression is the nalikera- 
paka. Likewise, examples can be had of sahakara-paka (mango-ripeness) and 
mrdvikd-paka. 

72cd. These are the twentyfour excellences of expression spoken of, 
belonging to the sentence (in poetry). 

The Twentyfour Vakyarthagwias 

73ab. Now the same (terms) will be interpreted as naming the gunasof 
the sentence-purport. 



ftai ifcT ym: ^RTTII II 


T^w W* Pf#l 1 

^sfshd'^r^R: 'H^d c f>: MHlen^"HM^tl- 
H^fad^^dMiCiSR ^fflll (VO 

Fmf^Fft: ftlwitfeTf^n ^T WRtrR%f^W ^f^TT, 3FRT g 
#fd I l^T RTF ^Tfsf^T: II 


R. 3TCTP?: 

^ yichc^TRto mn^: ^5WkcT I vs* 


ysimaH: mRhIhi- 
^^PlRdHIdldldH^k^HJ 

^rHdchrM+Mld^'diyWMiRH II (*oo) 


J^fsrarosF^^'^dlold^ FP^sfR^v 


3. m&\ 

sr^RT sbHdcii FR^Mt ^fcklHJI Vs* II 


®di ^teRTSd W7 stfroM- 

'f^ons^t'^TO^iwT ^ rsi-Q 
tjtsTcSRR ^ 4cRFT ^ FT# ! T&% ■R^: t^STrn 


u°o 




71 


1., $le?a (Deft Arrangement) 

73cd. Among them, deftness in the arrangement (of the matter) is called 

sle$a. 

For example: 

Finding his two lady loves sitting side by side on the same seat, the 
rascal stole behind them and cunningly closed the eyes of one, under the 
pretext of starting a game; and slightly turning his neck, thrilling (in deceit), 
he kissed the other lady, whose cheeks shone in smothered laughter, even as 
her heart trembled with joy and love. (99) 

Here, finding the two lady loves on the same seat, the frivolous lover 
dupes one by playfully closing her eyes, and delights the other by kissing her 
face. This smoothness in arrangement is the sle$a belonging to the matter 
conveyed by the sentence. 


2. Prasada (Manifestness) 

7 4ab. When the purport stands revealed that is prasada. 

For example: 

Here rises the opener of the lotuses, the new mandara flower in the 
woods on the udayagiri (Eastern mountain), the friend uniting the koka birds 
saddened by parting, red like the cheek-hollow of the angry monkey, dispel¬ 
ling darkness. (100) 

Here, in the various actions, viz. making the lotuses open their flowers, 
descending on udayagiri, removing the sorrow of koka pairs, dispelling dark¬ 
ness etc., even without being named, the sun is clearly seen to be the subject 

3. Samatvam (Consistency) 

74cd. Avoiding inconsistency in presenting events which take place in 
a period (lit in an order) is called ‘ samatvam\ 

For example: 

Before me stands the kurabaka tree, pale red like the nails of women 
and dark on the two sides; the young as'oka tree, grown alluringly red, is all set 
to burst into bloom; the new blossoms on the mango tree have their tips 
tinged brown with pollen. My friend! Between baby innocence and youth 
stands Vernal beauty. (101) 
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Here, the description of vernal beauty leaving her innocent childhood 
behind to begin the activities of youth, keeps the time correctly. [All these 
phenomena belong to the later months of spring.] Hence there is samata. 

4. M&dhuryam (Restraint) 

75ab. Even in anger etc. the avoidance of sharpness is called ‘ madhuryam 
by the learned. 

For example: 

Sharply lifted though her eyebrows were, her face was bent low; she did 
direct at me a slight, disquieting smile, but did not speak any harsh words; 
her eyes were stony with tears controlled, but did not widen into a glower. 
Thus did my beloved show her anger without giving up decorum. (102) 

Here, the subject matter of this verse is the anger of Vasavadatta, Even 
in that state, her relying on decorum for hiding the signs of anger has 
madhuryam. 


5. Saukumaryam (Tenderness) 

7 5cd. Praised by all, the shunning of harshness is called ‘ saukumaryam. 

For example: 

Having taken a few quick steps, even at the outskirts of the city, Sita, 
delicate as a sirisa flower that she was, asked again, ‘How much farther have 
we to go?’, causing the first tears to flow from Rama’s eyes. (1 03) 

Here, Rama’s being moved to tears by a glance at Sita’s gentle limbs, 
delicate as the sirisa, and by her repeated query, ‘How much farther have we 
to go?’, even at the outskirts of the city, is called saukumaryam 

6. Arthavyakti (Faithful Description) 

76ab. Describing the appearance of an object faithfully and exactly is 
called arthavyakti 

For example: 

The lily, lined by dye-deep red veins on the back of its petals which are 
like pieces of conch, and held by sepals, which are yellow (lit the colour of 
gorocand ), green and brown, is scattering fragrance on the water in the pond. 

(104) 
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Here, the clear description, which as it were brings the picture of the 
lily before the eyes, is arthavyakti 

7. Kanti (Hare of Feeling) 

76c. The presence of intensified emotion is kanti 

For example: 

Do not be proud, thinking ‘The drawing made by my lover with his own 
hands is brightly shining on my cheek’. Dear friend, cannot another too 
share such privileges if her trembling did not prove to be the enemy ob¬ 
structing the task? (105) 

Here, the heightening of the srhgara rasa, in this sequel to the stage of 
becoming attached to the beloved, namely the jealousy of the heroine to¬ 
wards her rival, is kanti |See Chapter V for the various stages in the develop¬ 
ment of a rasa - janma, anubandha etc.] 

8. Udarata (Grandeur) 

76d, The display of great fortune is udarata. 

For example: 

In the forest full of wish-granting trees, these (ascetics) sustain their life 
on air; in the water which is reddened by the pollen of golden lotuses they 
perform their sacred ablutions; in houses hewn of gem rocks they practise 
meditation; in the proximity of celestial women they remain continent All 
that other sages aim to attain with their austerities surrounds them, but they 
pursue austerity. (106) 

Here, the magnificence of Mama’s hermitage, established through words 
like satkalpavrk^a, is udarata. 

9. Udattatvam (Loftiness of Purport) 

77ab. The loftiness of the thought expressed is termed udattata. 

For example: 

With the Lord of the world Himself standing before him as the beggar, 
and the circle of earth to be gifted becoming a trifle, he bore such a smile of 
shame, then, that the Lord Himself was captivated. (107) 
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As Bali’s shame in bequeathing the entire earth establishes the lofti¬ 
ness of the purport, there is udattatvam. 

10. Ojas (Determination) 

77cd. The high self-determination (described) in striving for goals is 

‘ ojai . 

For example: 

If the actions (of Rama) are the same (as are fit for his human condi¬ 
tion), and his powers are the same (as those of human warriors), we do not 
envisage Paras'urama’s defeat (108) 

Here, 'Paras'urama will certainly win’ conveys determination in the pur¬ 
suit of ends. This is ojas. 


11. Aurjityam (Self-esteem) 

7 8a. The mature self-esteem (conveyed) is aurjityam. 

For example: 

Uma (Parvati) is the bride, you ( Himalaya ) are the giver (away in mar¬ 
riage), the suitor is Siva, and we (the sages) are the seekers (of this alliance). 
Surely this ceremony is sufficient for elevating your race. (109) 

Here, as the words ‘these, we all’ (used by the sages) reveal the sure self¬ 
esteem growing from a life of austerity and discipline, there is aurjityam 

12. Preyas (Preference/Desirability) 

78b. The preference/value (expressed) among objects is preyas. 

For example: 

Nectar, no doubt, is sweet; honeys are not otherwise; the mango, ripe 
and ready with juice, too, is very sweet. Yet, let a man who knows the different 
kinds of sweetness be impartial for a moment and tell whether, on this earth, 
there is anything sweeter than the lips of his beloved. (110) 

Here, establishing the desirability of the beloved’s lips over that of 
nectar etc. is preyas. 
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13. Susabdata (Euphemism) 

78cd. Substituting pleasant words in harsh senses is susabdata. 

For example: 

Bhlyma <Devavrata> desiring to go into eternal slumber, Drona and Kama 
surviving merely in their fame, 0 Son, with Laksmi (wealth) alone to aid you! 
Now this son of Drona (.Asvatthdma ), filled with a father’s love, stands by you. 

(l 11) 

Here the harsh ideas, ‘desire for death’ and ‘death’, are expressed in 
the gentle synonyms ‘desiring eternal slumber’ and ‘remaining in fame’. Hence 
there is ‘ susabdata ’. And this is not a sabdaguna, as it is the sense of the sen¬ 
tence that conveys the real purport. 

14. Samadhi (Pretext) 

79ab. (A character’s) looking for a pretext is known as samadhi 

For example: (Duyyanta to friend) 

‘Having gone only a few steps, the slender girl stopped all of a sudden, 
exclaiming, ‘My foot is hurt by the grass blade.’ Again, she stood with face 
turned (towards me), ‘releasing’ her garment which was not entangled in the 
branches of the trees. (l12) 

Here, as it is time to leave, Sakuntala's resorting to the ruse of being 
hurt in the foot by the grass, having her garment entangled etc., out of her 
desire to look once more at her beloved, is samadhi 

15. Saukymyam (Delicate Import) 

79cd. Indicating a delicate import is called saukymyam 

For example: 

The gleam of their teeth mingling as they come together, their eyes 
half-closed in ecstasy, their cries of delight and laughter resounding in the 
play house, their restraint leaving, love is shining forth. (113) 

Here, in ‘the gleam of teeth in mutual contact’ etc., the delicate import, 
namely the fresh love of a young couple, is indicated. This is saukymyam 
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16. Gambhiryam (Gravity) 

80ab. Requiring the treatise-taught meaning (of the words, for the ex¬ 
pression to yield sense) is called gambhiryam 

For example: 

With their knowledge of the citta-parikarmas {mind cleansing practices) 
like maitrl (friendship), those who have completely driven away kles'a (afflic¬ 
tions), have attained sabljayoga (?) here (on earth ?). Having attained the 
khyati (knowledge) of the difference between sattva (pure intelligence) and 
purusa (Self), the samadhi-be^rers (masters of concentration) want to stop 
even that {khyati). (114) 

Here, the meaning of the words maitrl etc. taught (in yoga, saftkhya and 
other streams of thought) has to be brought in. Hence there is gambhiryam. 

17. Vistara (Expansion) 

80c. The expansion of an idea is vistara. 

For example: 

Hear my Lord, what was reached by whom, as soon as you came to the 
battlefield and strung your bow - by the bow the arrows, by the arrows the 
enemy’s head, by that the earth, by the earth you, by you spotless fame, and 
by that fame the seven seas. (1 15) 

Here, ‘fame crossing the seven seas was earned by destroying the en¬ 
emy’ - this nucleus of sense being expanded in several steps is vistara. 

18. Sarfik$epa (Condensing) 

80d. The condensing of that (an idea) is samksepa. 

For example: 

The essence of Dharma must be heard, and having been heard, it must 
be kept in mind - Whatever would be adverse to oneself from others, must 
not be practised towards them. (1 pj) 

Here, as Dharma which has been set down in detail in sastra has been 
stated in one half verse, this is samksepa, condensing the purport 
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19. Sammitatvam (Balance) 

8lab. Where expression and import are equally balanced (divided), 
that is called sammitatvam 

For example: 

The moon-curve on Siva’s head and the curved nail-mark on Parvatl’s 
breast - may this pair sharing mutual likeness, grant your uplift - the two 
which, when the two forms become one, resemble the splitting prarj.ava (Om), 
reflected on in the urdhvadvara (on the head) and kept in thought in the 
heart (117) 

Here the purport namely, pranava, has been equally divided and faith¬ 
fully presented. Hence there is sammitatvam 

20. Bh&vikatvam (Intent-laden) 

8led. The choice of expression, with a specific purpose in mind, is 
termed bhavikatvam 

For example: 

My dear neighbour! Do keep an eye for a moment here, on my house 
too. This child’s father will not drink the tasteless water of the well. Better 
that though alone, I walk to the river by the tamala thicket and let the hard 
thorns of the dense nala bushes scratch my body all over. (118) 

Here the loose woman, called for a tryst in the tamala grove on the river 
bank, planning to pass off the nail marks by her lover as scratches from the 
nala thorns, utters these words. This is bhavikam 

21, Gati (Hinting at Sense) 

82ab. When, from one sense, another is gathered, that is gati 

For example: 

‘O fair lady! Who is this old man?’ ‘The master of the house.’ ‘Is he your 
father?’ ‘No, my husband. His eyesight fails at night. And he is deaf too.’ ‘Oh! 
Oh! Oh! I am tired and want to sleep.’ Where will you go in this night? You 
may sleep here in the inner room, safe from biting mosquitoes. (119) 

Here, having understood the purport of the question, gathering a sense 
other than (the plain sense of) the answer is gati 
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22, Rlti (Order) 

82cd. In poetry, the sequential order in the events, the first appearance 
etc., of the objects (described), is rlti 

For example: 

Dusky at first, then golden, later, pale like the cheek of a woman wast¬ 
ing in separation, the deer-marked one (moon) becomes capable of destroy¬ 
ing the darkness on the face of the night, acquiring the whiteness of a piece 
of lotus stem. (l 20) 

Here, starting with the action of rising, the step by step progress of the 
moon, is rlti 


23, Ukti (Indirect Expression) 

83ab. If one’s purport is presented with dignity in an indirect manner, 
it is called ukti 

For example: 

Endowed with this beauty you are, and a man of taste he is. Both have 
reached the frontiers of the arts. As pairing is by fortune, if you were to agree 
on the remaining matters, that will be a victory for merit (121) 

Here, the desire for the union of the hero and heroine being expressed 
in an indirect way, is ukti 


24. Praudhi (Completeness) 

83cd. In poetry, conveying the intended meaning properly (with 
economy) is known as praudhi 

For example: 

(At the time of creating you,) with his mind distracted by gazing at your 
face-moon, the Creator entrusted all your fortune with the rival royal fami¬ 
lies, and filled you with the fortune of scholars. So they are always poor and 
she is seen in these (your?) houses. You do not care for her. You desire her 
(who is with your enemies). And she too rushes to you. (122) 
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Here, in a number of (apparently plain, brief?) statements, much mat¬ 
ter has been presented, viz. ‘The creator, gazing at your face, bemused, handed 
over your fortune to your enemies and deposited the scholars’ fortune with 
you. So you care for the enemies’ fortune and she too chases you. And the 
fortune which should be with scholars - you have been filled with her. So 
they are poor, and you do not care for that fortune. And she is seen in the 
homes of your scholars only.’ This completion of purport is praudhi 

The Threefold Doyagunas (Faults Turned Merits) 

84. The faults in words etc., which are presented in imitation/report 
etc. for effecting merit (in the expression), usually/necessarily, are known as 
dosagunas in poetics. 

85. All the three types (of faults) spoken of by the experts under 
twentyfour heads each, will be presented in their role as merits, in the same 
order. 


Padadoyas as Gunas 
1. As&dhu Dosaguna 

86. Among the faults of words, the fault of incorrectness, observed in 
mlista (incompleteness), mleccha (indistinctness) etc., becomes an excellence 
in imitation/faithful representation. 

For example: 

Raising her face with a lock of her hair in his hand, when the lover 
kisses insistently, the ‘ hum, hu, munca (leave), mama (my), ma (don’t)’ etc. mut¬ 
tered by the offended beloved wins the heart. (123) 

Here, hum hu mama md, although incorrect, acqire excellence in the 
imitation of incompleteness and indistinctness (of the words of protest, proper 
to the context). 


2. Aprayuktam Dosaguna 

87ab. Aprayuktam (usage shunned in poetiy) can gain excellence when 
imitated/reported. 
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For example:. 

Those who use the phrase acikamata (in poetiy ?), reach heaven (some¬ 
how), hurting their feet <patkasinah>. But those who use vacanti cannot reach 
heaven, even hurting their feet (124) 

Here, even the words acikamata, vacanti etc., which poets normally do 
not emply, have gained excellence, as the purpose is faithful quotation. 

3. Ka$}am Do$aguna 

87cdef. The word which is unpleasant in sound and harsh to the ear, is 
considered by experts to possess excellence, when, along with others of similar 
sound, it finds place in difficult-to-utter expressions. 

For example: 

There are no tvdsfra demons in the kingdom of their foe ( Indra) (i.e. in 
heaven); no toothless people around the nut-roasting pan; no golden swans 
in Surdftra; and no camel keepers in Maharaslra. (125) 

Here, although there is hardness (to the ear) because of the unpleasant 
sound, as the difficult-to-utter quality (intended?) is accomplished, there is 
excellence. 


4. Anarthakam Do$aguna 

88. That (the word) which is used merely for purposes such as the 
completion of the verse quarter was termed t anarthakam\ The excellence of 
that too is accepted in yamakam etc. 

For example: 

Excessively nail-scratched <nakha-lunam [by their lovers], the body of 
those ( Yadava) women was however not wanting <na khalu unaiji> in lustre. 

.....One lady had a matchless face <mukhena apratimena kacana>. Even 
Menaka (the celestial beauty) was not more beautiful than her rnenakd ca na>. 

(126) 

Here, although the words khalu and ca are generally used for the mere 
completion of verse quarters, in these instances, as they take part in the 
yamakam ornament, they have excellence. 



wti TJUTref cTR II 6% II 


W - 

^ncRT:^ cf <FblcR: I 

R=£ ^FRt W1 II (^V9) 

m 3p4wM qfcfereft p^ fe, to^ 








91 


5. Anydrtham Do$aguna 

89. That (word) which was named anydrtha, for its being employed in a 
sense other than its established conventional meaning, has excellence, gen¬ 
erally, in riddles etc. 

For example: 

O maiden! The captivating sounds of the heavy anklets on your lovely 
feet are clearly heard. My life-breath is now incapable of staying here. (127) 

Here ‘anklets’, ‘not capable of staying’ etc., are not the conventional 
meanings of khdtayah, dhrn etc.. In riddles etc. which deal with rare usage, 
since this is not a fault, these words have defect-turned-into-excellence. 


6. Apu$tartham Do$aguna 

90. The (elaborate) expression of a trivial purport which was earlier 
labelled ‘ apustartham’, is conceded excellence when it serves the demands of 
metre or some other need. 

For example : 

They expect this (king), with a total of twice-eight years (aged sixteen) 
to be the ‘tree’ compounded with ‘wish-granting’ (wish granting tree), for the 
supplicants. 

...whom, the destroyer of the meaning of the very title Indra of Indra, 
they call by the name kasipu preceded by hiranya (Hiranyakasipu). (128) 

Here, in spite of the meagre substance (compared to the size) of the 
phrases ‘twice-eight year collection’, ‘tree compounded with wish-granting’ 
and kasipu preceded by hiranya, as the metre needs them, they have merit 

7. Asamartham Dosaguna 

91. The word’s not expressing the sense in its own capacity was named 
asamartham, but they accept the excellence of that too in the cries of lovers. 

For example: 

When the lover’s fingers quickly went beyond the waist cloth, with half- 
closed eyes the lady cooed sweetly like the strings plucked by the fingers of 
the fond lute-player. (129) 
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Here, although ‘cooing’ belongs to birds and cannot make sense in 
other places, since it is permitted by the science of love, it has excellence. 

8. Apratltam Dofaguna 

92. That (word) which is called apratita since it is elucidated only in 
sastra - the experts recognise its merit in contexts such as the dialogues of 
scholars. 

For example: 

Just as, for the followers of Buddha <Saugatdndm\ in all mortal bodies, 
leaving the pancaskandhas (the five elements - rupa, vedand, sanjna, samskara, 
vijndna), there is no dtma (soul), for the kings, in strategy, apart from the 
pancahgas (the five considerations - purusa, dravya, sampad, desakalavibhaga, 
vinipdtapratikara), there is no direction. (130) 

Here, although established only in sastra, the usage anga-skandha- 
pancakam has merit in this dialogue of experts. 

9. Kliffam Dosaguna 

93. (The usage) which is termed klistam because of the delay in arriving 
at the sense, gains merit if the meaning is comprehended at once. 

For example: 

Then {Rama,) the master of virtue, crossing in the aircraft, his own re¬ 
gion whose quality is sound.... 

( Urvasi ) soaring in the middle region ruled by her father... 

‘the girdle-cord place’ of the flawless beauty. (131) 

Here ‘his own region whose quality is sound’ and ‘the middle region 
belonging to her father’ indicate the sky. ‘Place for the girdle cord’ is the hip. 
These phrases are understood at once, because they are popularly known. 
Hence this complex expression has excellence. 

10. Gudhdrtham Dosaguna 

94. The usage of a word in its rare sense, which was termed gudhartham, 
is desired in contexts like explanation, where it has merit 
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For example: {Prakrta) 

The likes of us too are poets; the great Harivrddha and $dli too are 
poets. The frog and the monkey too are (called) hari, so too are the serpent 
and the lion. (132) 

Here, even though it is not commonly used for frog, monkey, serpent 
and lion, and is therefore obscure, since the word hari is itself being ex¬ 
plained (as an example to drive home the sense), there is excellence. 

1 1. Neyartham Dofaguna 

95. Neyartham, which was demonstrated as the making up of sense 
through indications within the expression, is judged to have merit in riddles 
etc. by the experts. 

For example: {Prakrta) 

The peacock bears on its tail something similar to him in name. He has 
sailed from the head to the foot (of his journey) following the night like a 
boat ( 133 ) 

Here, although the name candra (moon) has to be made out from the 
clue candraka (eye)-on-the peacock’s tail, since the context is a riddle, there is 
excellence. 


12. Sandigdham Do$aguna 

96. That indefinite expression which was pronounced ‘ sandigdhd , gains 
excellence when, with the help of the context etc., the specific meaning (in¬ 
tended) is comprehended. 

For example: 

Although blessed with many sons, the Mountain {Himalaya) could not 
satisfy his eyes enough, gazing at that offspring. 

May that Sauri protect these worlds, who has the lustre of the cloud, 
and who holds the Sarhga bow, the wheel, the sword, the mace and the lotus 
in his hands. (134) 

Here, although the phrase ‘that offspring’ does not indicate who the 
child is and so has the fault of doubt, it is evident from the context that the 
child referred to is Gauri 
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In the phrase ‘lustre of the cloud’, the words ‘new’, ‘dark’ etc., are miss¬ 
ing. But as it is associated wth Sauri ( Vipnu ), it is certain that it is the ‘the 
lustre of the new cloud’ or ‘the dark lustre of the cloud’ that is being specifi¬ 
cally referred to. So this too has excellence. 

13. Viruddham Dosaguna 

97. That which was called viruddham for giving rise to the opposite 
sense, gains excellence when indeed the opposite sense is intended. 

For example: 

‘Having spoken those unpleasant things then, Sisupala has become veiy 
remorseful. In his agitation he wishes to come and offer obeisance to you 
who have been angered,’ ( 135 ) 

Here, contradiction is possible as the expression can give rise to the 
opposite purport, (‘Having stopped with unpleasant words then, tfisupala is 
gready regretting. With a fearless heart, full of anger, he wishes to come and 
kill you’). But since the intention is that either the peace-making or the war¬ 
making offer can be construed (in this ambiguous message to Kr?ria, so that 
his reaction can decide the issue), there is excellence. 

14. Aprayojakam Dofaguna 

98. Not adding some distinction (through the word employed, to the 
subject) was called aprayojakam. But, when serving to emphasise the nature 
of the subject, that too has excellence. 

For example: 

They too, the supreme sages, leaping into the sword-dark sky. 

That great-hearted one practised penance for a total of thousand years. 

( 136 ) 

Here,: the phrases ‘sword-dark’ and ‘total’ do not add any further dis¬ 
tinction to the ‘sky’ and ‘thousand years’, respectively. Even so, as they serve 
the intended purport of‘flying far’ and ‘doing penance for veiy long’, they 
have excellence. 


15. Defy am Dofaguna 

99, That (word) which has no derivation was earlier called desya; but 
employed in composition by great poets, even that can gain merit. 
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For example: 

...the fragrance-bearers (winds) shaking the sturdy pinditagara (trees), on 
his reaching the water-bank, were felt as the kin of lotuses opening on the 
rippling water. 

...hiding the seven oceans in the cheek hollows which rival the nether 
world.... 

....Spraying drops of water from the pleasant waves of Kaveri.. (137) 

Here, although words like talla, galla, ladaha and lahari, of untraceable 
origin, suffer from desyatvam, since they have been adopted by great poets, 
they have merit 


16. Gramyam Dosaguna 

100. The threefold fault, gratnyam ( aslllam, amangaldrtham and ghrnavat ), 
seen earlier, does not remain a defect in instances of samvlta (publicly ac¬ 
cepted), gupta (concealed) or laksita (indicated) usage. 

(1 ) Aslllam 

(a) When samvita, (aslllam becomes a guna) as in : 

Make the effort to unite the disciplined daughter of Himalaya with Him 
(Siva) who has mastered Himself. She alone among women, is the fit ground 
for depositing His seed - thus counselled the Self-born [Brahma). (138) 

Here, ‘the ground for depositing his seed’, although shame-causing, 
has merit as it is accepted usage. 

As has been said: 

It is not possible to fault what is accepted in popular usage. Who will have the 
impression of indecorousness in the setting up of Sivalihga (the symbol of Siva)? 

(b) When gupta, (aslllam becomes a guna) as in : 

‘Even though it is very difficult to give up the land of one’s birth’; ‘freed 
from afflictions by the elephants’; ‘Beautiful one! That proud man must be 
conciliated by you’; Sister! This is our first agreement (139) 



100 





II 


ddl§ _ 


fkw^RRi i 

sMw^/f? ^m*zjc=R ii 


rrfMcl ^«n - 

WITWW fW #W; I 
TO«TH cbfrifa ^iPRllI^ II (V*o) 

^WIF^T^FRT^T: ^Wjfclt^cAs^RJR ~^Tc1c^d ^JR^^II 


(3) 

TT^WRTT^rtq i] u lddAJ 

W - 

^ "Rift M^l'ki ^ ^ 1 * " 5 ^ 5 ! 

TJr^f Tc^cf^T fa'W’M TcFTRlf^T cblWlPl I 

Wpt ^RWJW fdddWWdi 

tRT Wl¥ ^fcT 'MfeHoMl^rciWmdi ~3: II ( V*\) 

3T?r ^Ri'tr^Kl’n^rq wit RWRfcTfWFi wi^fcrr 

TJ0[r5(^|| 

"m w - 

RcW -q^#K: WlfRcimi I 

fwfor WIW^fMt^ll(W) 


3TR £[TcftF€T: WTpRTI^ Afcdl^ fwArl fcRFI ^^I^Ad^sfA ‘iRTHt 
*llTftl«£lfHfd WfellfA’ ffcT ^^T-HIUT^T^TT^T^cf^l 


^STT^r- 



qfNte: 


101 


Here the words janmabhumi, sambadha, subhaga and bhagini have another 
indecorous sense. But the impact of the first meaning shuts it from thought 
and so there is excellence. 

As has been said : 

As the importance of the primary sense shuts the mind to the indecorous sense, the 
words bhagini, bhagavati etc . do not appear indecorous. 

(c) When laksita, (aslllam becomes a gun a) as in : 

He who placed His seed, the cause of the universe, in the waters, to 
Him reclining on the Serpent Sesa, I offer worship. (140) 

Here, the words brahmanda and upasthana can cause the memory of 
another indecorous sense, but they indicate these other senses, so there is 
excellence. 


(2) Amangalartham 

In this way asasta (inauspicious) etc. too gain excellence. 

(a) For example: 

O goddess Mari, utter the praise; O goddess Krtyd, dance awhile in the 
court with delight O Death, build a platform with precious gems. O Kdlardtri, 
prepare dratrikam (the light) for offering. O Camunda, bring a garland of skulls. 
O Bhairavi, bring your own envy. May such calls of the attendants, as the 
Lord (Siva) is talking to Parvatl, protect you. (141) 

Here, mart, krtyd and other words have inauspicious meanings but 
have the good sense here as they are being related with God, the Lord of the 
universe, who is the repository of all auspicious things. 

(b) Or for example: 

The swans with great wings and sweet voices, who are decorating the 
directions, flying with wild joy, when the time comes, are descending to the 
earth. (142) 

Here dhartardstrah kalavas'dt medinipr$the nipatanti has another inauspi¬ 
cious meaning (viz. ‘the sons of Dhrtards}ra, overtaken by death, are falling on 
the ground’). But it is covered by the sentence which will be spoken next (by 
the sutradhara), viz. ‘I am referring to the swans by the word dhartarastras\ 
Hence there is excellence. 
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(c) Or for example: 

It is not certain which well-built one is to her liking. The virgin goddess 
Asapisacika (Hope?) will choose me. (143) 

Here abhipreta, susamsthdna, asapisacika, and kumdri ~ these words bring 
to mind inauspicious meanings [corpse, death, ghoul, pox], but in common 
parlance they indicate these other meanings. Hence there is excellence. 

(3) Ghrudvat 

In the same way, words with disgusting meaning also come to have 
excellence. 

(a) Of these, ghrnavat’s (becoming guna is) as in : 

The lotuses, having drunk the sparks of fire spat by the sun’s rays, are 
as if spewing them out again with their mouths in the red pollen brought 
out (144) 

Here - 

The employ ment of (the words) nifthyuta, udgirna, vanta etc. in their secondary 
sense gains great beauty. The other (literal) usage reaches the level of vulgarity. 

(b) Ghfnavadarthantara’s (gaining excellence is) as in : 

I think the moon is the drop of sweat flowing from the cheek of a 
beautiful woman. Else, how could it possess the lustre to illuminate the world? 

(145) 

Here, the importance of the sense related to the appearance of the 
beloved’s cheek and the moon, both of which intensify love, does not allow 
any other sense to come to the fore and so, even though the expression 
‘gandanisyandabindit has another unpleasant sense, it does not have any blemish 
here, 

(c) Ghriiavatsmrtihetu*s (becoming guna is) as in : 

Wearing a waist band of muhja, carrying the pdlasa staff, glowing with 
spiritual light, these brdhmana boys are going. (146) 

Here, although the words vipuya, palas'a, brahmavarcas, poganda, cause 
memories of disgusting things, since they indicate the sense here, they are 
not faulty. 
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Similarly others (circumstances turning faults into merits) should be 
examined. And in this context - 

101. Even a fault gains beauty in relation to the asraya (chief character 
depicted in a rasa situation), like the black collyrium lining the eyes of the 
beautiful woman. 

For example: 

Filling the sky with the loud sounds from the clashing of the huge 
skulls strung on guts, like the clang of precious bangles, intoxicated with 
pride she is running, looking awesome with heavy breasts lolling, the sinister 
red blood which she drank and spewed out remaining congealed on her 
front (147) 

Here, as the character is being described to evoke the blbhatsa (disgust¬ 
ful) rasa, there is no blemish. 

102. Due to the effect of the context in which it is placed, even the 
matter which is opposed to the matter on hand becomes beautiful, like the 
dark palas'a leaf strung in a garland between flowers. 

As for example: 

Wearing the entrails as their auspicious marriage strings, and the dead 
women’s red hand-lotuses as ear rings, marking their foreheads with the 
kunkuma of blood, the demonesses are, in great- glee, wearing garlands of 
heart-lotuses, and are drinking the wine in the form of the marrow oozing 
from the bones, in skulls serving as glasses, in the company of their husbands. 

(148) 

Here, as lovers ‘see the whole world as filled with love’, even in this 
blbhatsa rasa context, Madhava’s placing the words ‘auspicious marriage string’ 
etc. between the words ‘entrails’ etc. (in this speech), has no blemish. 

103. As aslllam etc.(the three modes of gramyam ) are divided into three 
types each, they number nine. Before coming to them we counted fifteen 
(faults). 

104. Thus, in elucidating the transformation into merits of all those 
(features which were) previously shown to be faults, the twenty four admitted 
by words have been explained. 
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105ab. In this way the faultlessness of word faults has been explained. 


Vakyado$anam Gunlbhava 

105cd. Now the gaining of excellence by the sentence-defects will be 
described. 


1. Sabdahinam Dofaguna 

106. At times a wrong construction acquires excellence because of its 
natural charm in a spontaneous outburst. 

For example: 

O innocent one! These lotuses are vying with the beauty of your face. 
What indeed is difficult to accomplish for them, endowed as they are with 
petals/treasure, and stalk/staff ? (149) 

Here the rule na lokdvyayanisthdkhalarthatrnam has barred the use of the 
sixth case ending which has been sanctioned by the earlier rule kartifkarmanoh 
So kime$dm duskaram is wrong construction, but as it is intended only for 
relating all conquering actions as the possessions of the lotuses, i.e., to ques¬ 
tion ‘what achievement of theirs is difficult ?’, it has excellence. 

As has been said: 

This strikes one as a wrong usage indulged in by minds which are too lazy to look 
into the vast body of codes (governing the use of language). But it has not lost its beauty. 

2. Kramabhrasfam Dofaguna 

107. If some effort has been made to maintain the intended connec¬ 
tion, even the breaking of sequence is not considered a fault by the experts. 
As in : 

Parting from one’s kinsmen, giving up one’s body, leaving one’s coun¬ 
try - of these three, the first and last are lasting pains, the middle one is 
momentary agony. ( 150 ) 







WJ: 


109 


‘The first and- last, the middle one’ - this order has been adopted for 
identifying the terms related. So the break in sequence in the expression is 
not a fault (causing confusion). For the speaker, the sacrifice of kinsmen and 
countiy has relatively greater gravity than the sacrifice of the body. Conse¬ 
quently this violation of (the numerical) order in the purport too has excel¬ 
lence. [See note.] 


3. Visandhi Do$aguna 

108.The (fault of) virupa (ugly) sandhi (coalescence) and lack of sandhi 
which was demonstrated earlier does not remain a fault in durvacaka (diffi- 
cult-to-utter statements) and pragrhya etc. (which are exempted from sandhi). 

There, virupa-sandhi in durvacaka is as follows : 

The very difficult to utter durvacakas exchanged by Siva and Parvati 
during the rains win (the heart). ‘O Daughter of the Mountain! The sky has 
become as if bereft of the moon! O lotus-faced one! The rain cloud has 
destroyed the powerful glare of the sun.’ ‘Then become my companion.’ 
(151) * 


Here, in the second half, although there is ugly coalescence, since the 
difficult-to-utter quality is appreciated by connoisseurs, it has merit 

As has been said - 

Durvacakas must be uttered for bringing clarity to the speech of the parrot, 
woman, child and fool, and to provoke laughter in assemblies. 

In pragrhya etc. the lack of sandhi is as in : 

The way of sport pursues these two eyes resembling two lotuses. Where¬ 
fore, with the year going by, you who are fond of order are heeding neither 
the sacred verses of rg-veda nor those of yajur-veda. (152) 

Here, the absence of sandhi is effected by (the rules of grammar barring 
the coalescence of the ensuing word with a word defined as) pragrhya, and 
other circumstances (named by grammar). Hence there is merit 

As has been said : 

When the phonetic joining of words is not done, it is called visandhi if the poet's 
whim is responsible, but not if pragrhya etc. dictate this. 
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4. Punaruktimat Do$aguna 

109. If an excess of compassion or other feeling is intended to be 
conveyed, even in repetition there is no fault. Instead it makes the expression 
more effective. 

For example: 

The lovely-hipped one is being killed by Madana <smara> suddenly turn¬ 
ing into an enemy. Beautiful in each limb, she is being killed. The sweet- 
spoken one is being killed. (153) 

Here, in hanyate (‘is being killed’) there is word-repetition; in c&rusarvaiigi 
and vararoha, there is sense-repetition. As an excess of pity is desired to be 
conveyed, both cease to be faults and gain merit 

5. VydkiTnam Dofaguna 

110. When there is a break in the proper order of words, either for¬ 
ward or backward, that is known as vydkirnam In some instances it is not a 
fault That is as in : 

You who have never harmed pious lives, must not indeed censure this 
person who has done no harm.’Words like these stood choked at his throat 
as the sage’s son breathed his last (154) 

Here, it should have been md sma jugupsata; instead, we have jugupsata 
smainamadustabhavam maivam. But the prescription of lun and lan (the two 
past tense affixes, in prohibition with 'ma sma') is specific, and as ‘some ap¬ 
prove of their separate occurrence too’, this deranged word order has merit. 

6. Sanklrijam Dofaguna 

1 1 1. Where the expression becomes mixed up <sankirnam>, because of 
two persons speaking alternately in the question-answer or some such mode, 
the experts of vdkovakyam do not consider it as a blemish. 

For example: 

‘Dear girl!’ Yes, my lord!’, ‘Proud one, give up your anger.’ What have I 
achieved by my anger?’ You have made me sad.’ You have not wronged me? 
In fact, all the faults are in me only.’ ‘Then why are you crying in that choked 
voice ?’ ‘Before whom am I crying ?’ ‘Before me, of course.’ Who am I to you 
?’ ‘My beloved.’ ‘I am not that and that is why I am crying.’ (155) 
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Here even though the sentences are entangled, since this is in the na¬ 
ture of vakovakyam, no harm is done. 

7. Apadam Do$aguna 

1 12. The fault apadam comes about through vaiying the use of the 
prakrtistha etc., or the gramya etc. classes of words (in the same expression). 
In variegated presentation of language it is permitted. 

For example: 

‘Is this the Lord of the Waters whom I see here?’ ‘No, this is Madana 
himself on earth.’ ‘But how is he visible? Truly have we heard it said that 
Madana’s body was destroyed.’ ‘This is a second one created by Lord Siva on 
the festive occasion of Gauri’s marriage.’ ‘Are you telling the truth?’ ‘Is the 
bracelet on the wrist seen with the help of a mirror?’ (1 5(3) 

Here the questioner is a villager who has come to the city. Seeing the 
king, he asks (a city man) in Prakrta, using fully gramya or prakrtistha words - Is 
that the Lord of the Waters ( Indra ) whom we see there? The city man wishing 
to tease him, answers in a quibbling way, using upanagara or komala words - 
Not at all, this is Madana incarnate on earth. 

Then the villager, having become brighter, in line with the previous 
words, using half -Prakrta itself, with words which are gramya and upanagara, 
or (in other words,) prakrtistha and komala, tauntingly asks him - How is it 
that he can be seen, when it is generally believed that Madana’s body was 
destroyed? Realising the man’s sharpness the city man too, responding to 
the choice of words, explains in half -Prakrta, using gramya, upanagara and 
nagara, or (in other words,) prakrtistha, komala and kathora words - This is a 
second Madana created by Siva on the festive occasion of his marriage with 
GaurV 

The villager, keeping in mind that the verse must end and there must 
be room for a reply, using Prakrta, utters three or four gramya or prakrtistha 
words, and stops in the middle of the quarter - ‘Is that so. Axe you telling the 
truth?’ Then, desiring to win, the city man uses prakrtistha, komala and kathora 
words, i.e., gramya, upanagara and nagara words and completes the verse as 
well as the answer - ‘Does the bracelet have to be seen with a mirror?’ 
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In this verse, all the Prakrta words are grdmya, In the Samskrta words of 
the questioner, only the word vapuh is upandgara; the rest are grdmya. In the 
words of the person answering, the words hasta, vivaha and gaurl are grdmya, 
Bhutapatind is nagara; and the rest are upandgara. With the subject being of 
this kind, the varying has been done from the beginning, so it is not faulty. 

8 . Vdkyagarbhitam Dofaguna 

113. The sentence which has another sentence inlaid in it, is 
vdkyagarbhitam. It is allowed only when the other mood (the mood of the 
included sentence) is subordinate (to the mood of the main sentence), not 
otherwise. 

For example: 

The earth bounded by the four quarters lined with iheir elephants, is 
conquered. And conquered - saying this, see! Our body is thrilling - it is given 
away to the brahmana, What else can we give but our obeisance to that Rama 
in whom has arisen this wondrous tale and in whom it has ended. (157) 

Here, what is to be conveyed is that the earth of the given description 
was won, and having been won, it was given away to the brahmana. But, from 
the speaker’s being overcome by the viradbhuta rasa (wonder at valour), an¬ 
other sentence, ‘See, even while uttering this our hair stands on end’ has. 
burst forth, even before the main sentence could be completed, separating 
out the words - ‘for the brdhmana,..etc.' > This is called ‘inclusion of another 
rasa! (in a subordinate position). And so this sentence is not harmed even by 
holding another sentence within. 


9,10. Bhinnalingam, Bhinnavacanam Dofagunas 

114. The usage termed bhinnalingam, and then again, bhinnavacanam, 
does not render the upama faulty, if discerning minds do not experience 
discomfort 

For example: 

At other times, the ornament for a man is quietude, as shyness is for a 
woman. At the time of defeat courage (is his adornment), as boldness (is 
hers) in the love modes. (j 5 8) 
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Here, in ‘for a man as for a woman’ ipurnso yosita iva>, ‘quietude like 
shyness’ <samo lajjeva> , ‘courage like boldness’ <parakramo vaiydtyamiva> , there 
is disparity in gender. In ‘in defeat as in the modes of love’ <paribhave surate$viva>, 
disparity is seen in gender as well as in number. However, in conveying the 
upameya-upamana relation (first of all between men and women, and then the 
qualities of men and the qualities of women), as other words (with matching 
gender) with the same sense are not there, it could not have been done 
otherwise. As the responsive reader is not put off (by these disparities), no 
harm is done, and the fault becomes an excellence. This verse is an example 
for both ( bhinnalingam and bhinnavacanam). 

Now an example of‘gender-mismatch’ alone : 

The person whose days come and go, void of any of the three aims of 
life, is like the bellows of the blacksmith; though breathing, he does not live. 

( 159 ) 

Here, as in the previous case, no other synonym (in the same gender) is 
available. So the disparity in gender in ‘he is like the blacksmith’s bellows’ is 
not faulty. [The Sarmkrta word for bellows, bhastra, is feminine.] 

(Example) of‘number-mismatch’ alone : 

May Nemi, and, likewise, the other jinas, the liberated soul/souls with 
great power/lustre, the fount/lords of virtue, whose passion and sloth have 
been conquered, bestow welfare on us/you. (H>0) 

Here, in nemiranye’pi there is the fault of disparity in number. But due 
to the power of s'lesa (double meaning) in the equivocal number of the verb 
dadatam and the other words (describing Nemi and the jinas), it gains merit. 

Nor should we say that there is no upama here, as iva etc. (‘like’, ‘as’ etc. 
performing the comparison) are not employed. The api which can refer to 
both [Nemi and the jinas) individually <samuccaydrthena> has taken away the 
function of iva and the number-ambiguous words dharmasya prabhavah (the 
fount/masters of virtue) etc. have usurped the matter of the similar charac¬ 
teristic. This is just as in the upama functioning without the dyotaka (iva or 
some other word performing the comparison), as we shall see later in ‘O 
slender one, the petal and your lips are soft and red’ [in Chapter IV]. 

Now why is this not a case of slesa ? We shall tell you. (One) statement 
of two similar things has slesa. When there is the recognition of one like 
thing from the knowledge of another, there is upamdnam When the similarity 
between two things is either expressed or implied, there is upama. We shall 
explain this in detail later (in the following chapters). 
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This is only a sample, as fault lies not only in the disparity in gender 
and number in upama, but is common to all ornaments. As one sees that 
‘similarity is the one embellishment of poetry’, in upama alone it is being 
taken up for discussion. 


11. Htnopamam Dosaguna 

1 15. When the upamana’s characteristics do not equal the upameya’s 
in number, it is called hinopamam This is not a fault in established compari¬ 
sons. 


For example: 

His yellow robe ruffled by the wind, bearing playfully the moon-lus¬ 
trous conch, the most valorous of the Yadus ( Kr$na ) held the Sarnga bow 
ready, and shone like the cloud united with the rainbow (lit. Indra’s weapon). 

061) 

Here, by saying ‘with the rainbow’, only the bow (of the upameya) has 
been taken into account. As the robe and the conch have been left out, there 
is incomplete comparison. But as the moon and the lightning are popularly 
associated (with the cloud), this is not a fault. 

As has been said: 

Total similarity is not to be found in reality. Comparison is carried by capable 
poets as far as they deem appropriate. 

Where indeed the moon with its unbroken orb! And where the damsel’s face 
without luminosity! Yet, from the little similarity in lustre, the face is compared with 
the moon itself 


12. Adhikopamam Dosaguna 

1 16. Next in the list, adhikopamam must be accepted by experts (as a 
fault turning into an excellence). The difference here is that the part of the 
upameya (which has been left out) is gathered through inference. 

For example: 

Draped in his yellow robe and holding the Sdrhga bow, that K^na now 
had a form which was both charming and terrible, like the cloud holding the 
lightning and the rainbow, being joined by the moon in the night. (162) 
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Here, even though the inclusion of the moon makes the number of 
attributes in the upamana excessive, since it is not presented as a part of this 
comparison, there is excellence. Alternatively, from the inclusion of this fea¬ 
ture in the upamana, the conch can be inferred, as it is well known that Vi$nu 
holds the conch, wheel and mace. 

13. Chandobhahga Dofaguna 

117. When, because of the quickness of utterance, there is no length¬ 
ening of the syllable before (lit in the beginning of) a conjunct consonant, 
this is not a violation of the metre leading to a fault, according to experts. 

For example: ( Prakrta) 

As you step down for bathing, with only the fluttering edge of your 
garment becoming wet, you become cleansed in the holy Godavari water. 

(163) 

Here the second, eleventh and twenty third [?] syllables, being followed 
by conjunct consonants, are long. But as the conjunct consonants ( nhaf\\ ‘Ihd 
etc. are being uttered rapidly [to emphasise the speed in the cleansing ac¬ 
complished by the pure water], the shortening of the preceding syllables is 
not a violation of the metre. Hence there is excellence. 

14. Bhagnayati Do$aguna 

1 1 8. The verse’s having a pause at the improper place, which was ear¬ 
lier denoted by the term bhagnayati - now its gaining excellence is shown. 

For example: 

This fresh awakening enhances the beauty of fair women, their eyes 
moving languidly, not glancing straight yet 

This king protects the land in his care, looking to all that needs to be 
done and all that must be avoided, with the help of the codes handed down. 
Such usage is there [i.e,, permitted). (164) 

In (the first) three quarters the pause which ought to have been at the 
fourth place has been kept at the fifth. In the last quarter the placing of a 
plain vowel at the midpoint ( i-tyasti ) violates the yati Even then, as pauses 
have been made at the vowel coalescence, and as the body of a noun or verb 
has not been broken (by the pause), this is not faulty. 
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As has been said - 

Generally, when , (on account of) the vowel-coalescence, (the pausing) is not 
done, or when (the base of) a verb or noun is broken (by the pause), it is a fault, not in 
the remaining instances, according to the experts. 

Just as when the last part of a word is elided, the remaining portion retains its 
word status, so also, when the word end is modified by sandhi, it is still called a word. 

15. Asarlram Dosaguna 

119. Lacking a verb (the sentence) is asarlram (bodiless). But where 
there is no need for a verb, or only verbs like asti are required, there is no 
fault For example : 

‘O brahmana, how much water (is there in the river)? 1 ‘Upto the knee O 
King.’ ‘And yet this your state!’ ‘Not all (are bountiful) like Your Highness. 1 

( 165 ) 

Here, in the first three quarters the words do not need a verb. Only the 
sentence needing a word for its completion would fail to make a connected 
sense. In the fourth quarter, the words na hi etc. need only the verb santi 
With this little lack these words do not lose the ability to make a connected 
sense. 

As has been said - Where there is no other verb, the word ‘ asti ’ or'bhavati' 
in the third person comes in. 


16. Aritimat Dofagunas 
(1) Sabdagunaviparyaya (violations) 

120. Remaining untouched by looseness (of phonetic texture) is s'Ustam, 
its opposite is sithilam. The followers of the Gauda style of writing like this 
too, as it adds to the distinction of the composition. 

(a) For example: 

Making the beautiful women light-hearted, playing with their waving 
tresses, wafting away the malatl blossoms, the winds of the rainy season were 
blowing. (166) 

Here, although the fault of loose texture is there, since this distinct 
quality of their composition is guarded by the Gaudas, it has merit. 
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121. Even in vaisamyam (unevenness of phonetic texture), at times there 
is.no blemish, as the sense is enhanced, and the poets of the East care for it, 
as there is striking verbal effect. 

(b) For example : 

The gentle Malaya breeze carrying the fragrance of the sandalwood trees 
which it has caressed, vies with the sweet breath of lovely women (in) de¬ 
stroying my self-control. (167) 

Here, in spite of the fault in the unevenness of texture, as the striking 
sound effect, which is in keeping with each part of the sense, is cared for by 
the Easterners, there is merit 

122. Others compose with all harsh sounds as they lend intense force 
(to the expression). They see no defect in this harshness. 

(c) For example: 

In a moment this whole warrior host was destroyed. (168) 

Here, even in this harshness, there is merit, because of the intense 
effect. 


(2) Arthagunarv iolations 

123. Possessing meaning which is familiar even to children, women 
and people of little knowledge, an expression has prasada. The opposite of 
this is aprasannam. This is not a defect in citra (design-bound) verse. 

(a) For example: 

The goddess (of learning) who is the abode of purity, who is praised by 
the goddess of wealth - the aspiring mind must pray to her for the cessation 
of delusion that will destroy all suffering. (169) 

Here, in spite of the fault of aprasada, there is merit, as this is a citra 
composition. 

1 24. The expression that needs supplementing for gathering the sense 
completely, was earlier spoken of as neyartham. If the sense is comprehended, 
on account of being familiar, it will not be considered faulty. 

(b) For example: 

O creeper-embraced Tree! Let not fire, wind, mad elephant, axe, river 
flood or mace (harm) you. May your welfare be. (170) 
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Here, as the words dahatu (burn) etc. have to be supplemented, the 
fault of neyatvam is there. But as all these (destructions, by fire etc.) are well 
known, they are implicitly understood and so there is excellence. 

125. The expression whose sense is not refined is considered to be 
gramyarrL That offends only when the language is also unrefined. In intelli¬ 
gent expression that too is considered to have merit by the discerning. 

(c) For example: 

O beautiful-eyed one! To be sure, this rascal Madana is heartless to me! 
Fortunately for you he bears no rancour. That is indeed his favour towards 
us. (171) 

Here, although refinement is lacking, since the unrefined sense is hid¬ 
den by the intelligent expression, there is merit 

(3) Ubhayaguna-violations 

126. Abundance of compounds is ojas. It is employed in forceful mean¬ 
ings. The opposite of that is uncompounded usage. This is not defective if it 
is forceful. 

(a) For example: 

Whosoever in the army of the Pandavas is intoxicated with pride in his 
arms and bears a weapon, whosoever belongs to the Pdncdla clan, may he be 
child, adult or babe in the womb, whosoever was witness to that (heinous) 
act, and whosoever opposes me in the battlefield - blinded with rage, I am 
Death to eveiyone of them, nay Death to the Death-giver of all the worlds. 

(172) 

Here, in spite of the absence of compounds, because of the powerful 
composition there is excellence. 

1 27. Not sustaining the same style, whether it be with compounds or 
without compounds, is anirvyudham. This too is not a fault in certain con¬ 
texts. 

(b) For example: 

O Angiy one! Be kind, shed your anger quickly. This person stands 
before you with folded hands. Why has this trembling great bosom been left 
unadorned by you? (173) 
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Here, as the uncompounded style (begun, suiting the love theme) has 
not been sustained to the end, anirvyudhatvam is observed. But since another 
emotion (anger) has been taken up, the adoption of a different style has 
merit 

128. The expression which is devoid of embellishment is said to be 
analankaram. But it has value in connecting one situation with the next 

(c) For example: 

Having listened to these words of Balarama, Krsna, with a glance, di¬ 
rected the disciple of Brhaspati (Uddhava ) to speak his mind. (174) 

Even though unornamented, this verse connects the earlier (situation) 
with the later and so has excellence. 

Vakyarthadosas as Gums 

129. The transformation of faults in sentence structure into excellences 
has been explained. Now the ceasing to be faulty of the faults in sentence 
purport will be explained. 


1. Apartham Do$aguna 

130. The expression which is devoid of a connected sense is said to be 
‘apartham ’ (bereft of sense). In contexts other than the utterances of the drunk¬ 
ard, the insane and children, this is a defect. 

For example: 

Where this mean act and where indeed the lunar race! If only she were 
visible again! Oh, that face, beautiful in anger, known to be the remover of all 
defects! What will people free of impurities, people endowed with intellect 
say? That is a different line altogether. O heart, be quiet Which blessed 
young man will get to drink her lips? (175) 

As there is no connected sense, the expression is apartham. Yet, as the 
words are uttered in delirium, it has merit. 

2. Vyartham Do$aguna 

131. That expression which is aprayojanam (serves no purpose in the 
narration) or is gatdriham (with sense already expressed) is vyartham. Its use 
too, at times, is seen to be without defect 
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For example: 

He who has not heard the Gita, the words of Vidura and the precepts 
uttered by tfantanava ( Bhlsma ) in Mahabharatam - his life is meaningless. (1 76) 

Here, even though the Gita, the words of Vidura etc. do not serve the 
story, since the intention to establish the four values (dharma, artha, kdma 
and mok$a) through history, has been expressed already, it has excellence. 
This is (an example of) aprayojanam. 

Likewise we have gatdrtham in : 

In whose heart, throat, mouth and ear is your fame with the brightness 
of sandal, pearls, camphor and ear-ring not stationed? (177) 

Here one upamdna is enough to express the white brightness of fame, 
the other upamanas are not. necessary. But fame’s staying in the ‘heart’ etc. 
like ‘sandal paste’ etc., because of being thought of, sung, praised and heard, 
is conveyed. Hence there is excellence. 

3. Ekartham Do?aguna 

132. If what has already been expressed is stated again, without adding 
to the sense, the expression is ekartham. But in the speech of one whose 
heart is charged with emotion, it is not a fault 

For example: 

How could you engage yourself in draining life of its essence, robbing 
the three worlds of gems, making the universe lightless, driving dear ones 
into the arms of death, taking away Madana’s <kandarpa> pride, rendering the 
creation of eyes purposeless, turning the earth into a withering jungle? (178) 

Having said ‘life without essence’, the poet adds the phrases ‘the three 
worlds robbed of gems’, ‘the universe made lightless’, ‘the earth a withering 
jungle’ etc., which do not add any other sense. Even then, there is excellence 
as the speaker is charged with emotion. 

4. Sandigdhartham Do$aguna 

133. If doubt is used deliberately for the sake of ambiguity, that will be 
an embellishment and not a fault That is as in : (. Prakrta ) 

O traveller, from where can you get a bed in this village headman’s 
house? Watching the high clouds, if you wish to stay, then do stay. (179) 
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Here some young traveller, in the beginning of the rainy season, is 
seeking dalliance from the village headman’s wife, whose breasts are big and 
high, under the pretext of asking for a bed. Replying to him, the lady says, as 
seen above, ‘From where can a bed be got in the village headman’s house or 
from where dalliance ? Seeing my high breasts or the high clouds in the sky, 
if you decide to stay, then do stay.’ As this ambiguous expression has been 
used for hiding the intention from others, even sandigdham has excellence 
here. 


5. Apakramam Do$aguna 

1 34. When, in a sentence or in the whole composition, the sequence 
of before and after of the facts is broken, that is the fault apakramam. But if 
done for creating a striking effect < citrahetam , it is not a fault. 

For example: 

Spreading its rays the moon rose later; before that rose the love-ocean 
of the deer-eyed ones. (180) 

Here, because of the reversal of the earlier and later (events), there is 
apakramam. But as the powerful effect which the rising of the moon has in 
kindling love is thus highlighted, it is not a fault 

6. Khinnam Dosaguna 

135. When the style commenced is not sustained, that is called 
"khinnam 3 (hindered). But if the charm is not lost, this is not a faulL 

For example: 

The fire of diy cow-dung is pleasant like the anger of the newly-wed 
bride. The icy wind is harsh like the embrace of wicked people. The sun’s 
light today is weak like the command of a man whose wealth is gone, and the 
moon bears the wanness of a parted woman’s face. (181) 

Here, the style with which the poet began the verse, namely, compound¬ 
ing the upamana words with the words indicating the common quality, has 
not been maintained. But as the iva and taddhita (noun-derived phrases in 
this expression) are also serving the expansion of compounds, (instead of 
harming) there is the heightening of the beauty of the expression, and so 
excellence. 
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7. Atimatram Dofaguna 

136. The conception which goes beyond worldly limits is, in poetry, 
said to be ‘ atimatram\ Only scholars are happy using this in formal exchanges, 
not others. 

137. (In poetry), it is found in pleasant formal speeches as well as in 
eulogistic description. In popular taste, that is beautiful which conforms to 
common notions of beauty. 

138. Stepping beyond the limits of common experience (in descrip¬ 
tion) is called ‘atyukti’ (exaggeration). It delights the heart of the Gaudas. 

For example: 

My Lord! Its impurity having been completely washed away by the dust 
of your feet falling on it, our home is, from today, fit to be worshipped like a 
temple. (182) 

Here, although there is the fault called atimatram, since in formal 
exchanges, the enhancing of the subject’s qualities is approved of, there is 
excellence. 

Or as in (praising description): 

The sky was created small by the creator, without considering that the 
expansion of your breasts was going to be like this. (183) 

Here, in spite of the exaggeration, as the intention is to praise through 
description, there is excellence. Then what is anatimdtra (unexaggerated)? It 
is explained thus: 

In formal speech it is as follows : 

Only those are homes which a heap of penance like Your Honour 
graces with the sacred dust of his feet (184) 

In praising description it is as follows : 

O you with flawless limbs, for these two expanding breasts there is not 
enough space between your arm-creepers. (185) 

8. Paru$am Do$aguna 

139. That which is extremely harsh in meaning is condemned as paru$am. 
When used in expressions with viruddha(vipanta-)lak?and (for indicating the 
opposite sense), it does not remain a fault. 
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For example : 

Friend, drink the halahala poison; but do not place your trust there (in 
him). A little wood is not enough to bum you, I think. (Must you jump into 
that great fire of his treachery?) (186) 

Here, even though there is harshness, since, by means of viruddha-lakjana, 
the other purport (forbiddance) is indicated, there is excellence. 

9. Virasam Dofaguna 

140. The expression which contains an irrelevant emotion (not com¬ 
patible with the emotion which has been established), the learned call virasam 
When both the emotional contents are not primary, the learned should ac¬ 
cept it 

For example: 

Let the fire of Siva’s shaft burn down your sins; a shaft that conducted 
itself in the manner of a lover who has given offence afresh to his beloved :- 
Though shaken off by the wives of Tripura with tearful eye-lilies, it would 
cling fast to their hands; though forcibly pushed out, it would hold on to the 
ends of their skirts; though violently thrust aside by the hair (of its feather), it 
would fall at their feet and yet remain unnoticed because of their agitation; 
and though pushed back, it would hug them verily. (187) 

[Translation - K. Krishnamoorthyl 

Here the intrusion of the erotic mood into the pathetic (karuna) is not 
natural. But both the emotions are subordinate to the description of Sivds 
prowess, in which they have been included. And as the mood has not been 
thwarted, there is excellence. 

10. Htnopamam Do$agtina 

141. Where the upamana is inferior and the upameya is higher in qual¬ 
ity, that is htnopamam. In some instances poets concede that this is not a 
fault 


For example: 

Then, by the moon, lord of the lilies, delight of the eyes, pale like the 
cheeks of the beloved, the Eastern direction was adorned. (188) 
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Here, although the upamana is inferior, since a great surge of love has 
caused the comparison, there is excellence. 

11. Adhikaupamyam Do$aguna 

142. Where the upamana is too superior and the upameya too low, that 
should be known as adhikaupamyam. That too is, in some instances, faultless. 

For example: 

O King! You follow the moon in your lustre, the sun in your prowess, 
the ocean in your patience, and Madana <.manmatha> in your beauty. (189) 

Even though the comparison is too exalted, since the king is revered by 
the wise as a partial incarnation of the Protectors of the world, there is excel¬ 
lence. 


12. Asadfsopamam Do$aguna 

143. If the comparison is not with a similar thing, there is asadrsopamam. 
But approval is sought for using it in vyatirekopamd (negative comparison) 
etc. 


For example: 

I have been sent by the king to challenge the hMadhavas ( Krsna’s clan) 
to war. Great warriors do not employ deceit in doing away with their foes, 
like thieves. (190) 

Here the comparison is not with a similar entity. But since vyatireka 
(contrasting while comparing) has been accomplished, there is excellence. 

13. Aprasiddhopamam Dosaguna 

144. The comparison which is not established in common practice, is 
called aprasiddhopamam. But it is not faulty in some contexts. 

For example: 

The moon which resembles the curve of a pregnant Huna woman’s 
breast stroked by her lover, is illumining the sky with its rays which are pure 
white like the hard lotus stalk. (191) 

Here, although the comparison is not common, it has merit, as both 
share the quality of kindling the erotic mood. 
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1 4. Niralank&ram Dofagwia 

145. Avoiding ornament in expression is called niralankaram, This too 
is not considered to be faulty in expressions which have force in the sense. 

For example: 

The descendants of Iksvaku have not been taught the supplication that 
goes with weakness and defeat When have folded hands ever been raised in 
a meek gesture, in the dynasty of Raghu? All that has been done now, and yet 
the ocean has not relented. Now, my hand is forced to touch the bow. What 
else? (192) 

Here, although ornament is absent because of the force in the sense, 
there is excellence. 


15. Aslilam Dofaguna 

146. Conveying a coarse meaning or possessing another such mean¬ 
ing is aslilam. Its use is seen to be not harmful at all in many instances of 
poetry. 

For example: 

Even today I remember that face of my beloved whose cheeks, grazed 
by her golden ear ornaments, bore like a cluster of pearls the drops of per¬ 
spiration caused by the effort of swaying when we were engaged in love. (193) 

Here the sense is coarse, but has not been presented repulsively by the 
poet; so there is excellence. 

16. Viruddham Do$agunas 

147. Hills, forests, nations etc. are des'a. Night, day, seasons etc. are 
kdla. The arts such as dance and music fall under kama and artha, 

148. The behaviour of animate and inanimate things is given the name 
laka. The knowledge which consists of reasoning is called nyaya, Sruti ( veda/ 
received sacred literature) along with smrti (the authority for conduct) is called 
dgama. 

1 49. In all these, if, due to the carelessness of the poet, something is 
presented which contradicts what is commonly accepted, that is called 
desavirodhi etc. 
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150. Sometimes, due to the skill of the poet, a fault in any of these 
crosses over the rank of defects and enters the path of excellence. 

(1) Pratyakfaviruddham 

(a) Desaviruddham gains excellence as in : 

Because of the might of that king, his gardens became the home of 
heavenly trees which were full of fresh leaves of fine cloth. (194) 

Here, in spite of the contradiction of des'a , since a reason has been 
given, viz. ‘because of the prowess of the king’, there is excellence. 

(b) Kalaviruddharn gains excellence as in : 

The rough wind, auguring the destruction of the kings, began to blow, 
kissing the saptacchada sprouts along with the blossoms of the kadamla trees. 

(195) 

Here, although there is contradiction of kola (since the kadamba and 
saptacchada do not bloom at the same time), as it is presented as an ill omen 
by the words ‘the augurer of the kings’ doom’, it has merit. 

(c) Lokaviruddham gains excellence as in : 

Tormented by the agony of separation from the loved woman, the lover 
considers fire to be cooler than moonbeams. (196) 

Here, even though loka is contradicted, since lovers truly experience 
such agony, there is excellence. 

(2) Anumanaviruddham 

(a) Yuktiviruddham gains excellence as in : 

(O King!) Like the helpless closing up of rows of lilies because of the 
moon, like the respiteless separation suffered by the koka birds because of 
the sun, this agony too caused to the wicked by your virtues which remove 
suffering, is death from nectar itself. (197) 

Here, even though this does not stand to reason, since the clever simile 
created thus drives home the purport, it has merit 

(b) Aucityaviruddham gains excellence as in : 
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Then, my lord! Incensed by his wicked words, the gende ( Slta ) became 
harsh. Emitting sharp words like sparks of fire, she glowed like the hot 
suryakanta gem. (198) 

Here, as Slta is a woman, the reaction is not appropriate; but being 
proper to the occasion [of spurning Ravana’s advances], it has excellence. 

(c) Vacana ( pratijna)-viruddham gaining excellence is as in : 

How is it proper for me, a noble man, to desire another man’s wife? 
When will I be able to taste her trembling lips? (199) 

Here, even though the resolution (to adhere to dharma ) is contradicted, 
since the speaker is actually in that state, there is excellence. 

(3) Agamaviruddham 

(a) Dharmaviruddham gains excellence as in : 

Alhough wedded to the five sons of Pandu, the daughter of ft the Pahcdla 
family ( Draupadi) was the foremost of faithful wives. The ways of Destiny are 
indeed like this. (200) 

Here, even in this contradiction of dharma, since it is supported by ‘the 
ways of destiny 5 , there is no fault 

(b) Arthasastraviruddham gains excellence as in : 

The policy that the enemy in adversity must be attacked, shames a 
man of pride. As it is the full moon that spurs Rahu into action, it is the fully 
prepared adversaiy who spurs his enterprise. (201) 

Here, ‘The rule is - an enemy in trouble should be attacked. And that is 
a cause of shame for a man of self-respect’ Even though there is contradic¬ 
tion (of arthasastrd) in this, since it is uttered by a proud man, this expression 
is not faulty but has excellence. 

(c) Kamasastraviruddham gains excellence as in : 

Missing the beat in their fear of being moved too fast on their swings, 
the music flowing from the throats of the newly wed women swelled the 
passion of their lovers. (202) 

Here, though out of beat due to fear, and incapable of pleasing, as the 
music is issuing from the mouths of the beloved women, and is kindling 
passion, there is merit 
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151. Thus have the gunas, dosas and dosagunas in poetry been clearly 
stated. Now we shall describe the alankdras. 

152. Poetry appeals like the form of a young woman when it possesses 
the right gunas. But when wedded with a variety of ornaments created for it, it 
pleases even more. 

153. If poetry happens to be bare of gunas, even the ornaments which 
everyone likes will fall into an ill state. 

154. Long - lidded eyes are adorned by the gleam of collyrium. A firm 
high bosom does the pearl necklace succeed in gracing. The jacket attains its 
charm on the slender waist And the girdle string bears its beauty on heavy 
hips. 


Thus ends Chapter One 
‘An Examination of Faults and Merits’ 
in the Treatise oh Poetics named 
Sarasvatihanthdbharanam 
by King Bhoja. 





Chapter Two 


An Examination of Embellishments of Expression 

1. To the external, intrinsic and external-intrinsic alankaras (embellish¬ 
ments), masters of poetry accord the names s'abda, artha and ubhaya, respec¬ 
tively. 


2. Jati etc., which succeed in making the expression <sabda> effective in 
Poetiy, through the skilled use of knowledge <.vyutpatti>, etc., are presented as 
s'abdalahkaras , to the experts. 

3. Jati, gati, rlti, vrtti, chaya, mu dr a,, ukti, yukti, bhaniti, gumpkana, sayya, 
pathiti and the yamakams, 

4. s'lesa, anuprdsa, citram, vakovakyam, prahelikd, gudham, prasnottaram, 
adhyeyam, sravyam, preksyam and abhiniti, 

5. are the twenty-four types of sabdalankara spoken of. Now they will be 
delineated properly with illustration. 

1. Bh&rati-Jdti (Typical Language) 

6. Speech <bharati>, employing Samkria etc., is jdti It-serves the embel¬ 
lishment of expression with (the qualities of) rightness/appropriateness etc. 

(1) Nanabha$a (Various Tongues) 

7. Some speak only Samskrta, some only Prdkrta, some a mixture of 
languages, and still others use an unrefined language <mlecchabhdya>2 

8. In religious sacrifices, the language should not be rendered indis¬ 
tinct; among women no tongue other than a Prdkrta must be spoken. Among 
high class persons a mixed tongue should not be used, and among those 
who are not learned, Samskrta should not be used [in poetiy]. 
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9. Gods etc. speak Samskrta; kinnaras (who are half-human) and others 
speak Prdkrta', pisacas (demons) etc. speak Pais'acam etc.; and the low classes 
speak Magadham. 

10. One thing can be expressed in Samskrta alone, another in Prdkrta 
alone. Some (matter) gets composed in Apabhrams'a, 

11. Some matter is [best] composed in Paisaci, some other in' Aauraseni, 
some other in Magadhi, some in two or three languages, some in all of them. 

12. In gatherings, narrating stories without using too much of Samskrta 
or too much of the local dialect, one can win appreciation. 

13. The people of Lata country are ready to hear Latabha; the haters of 
Samskrta attend to Prdkrta, The Gurjaras are, pleased with their own Apabhrams'a 
language, not with any other. 

14. Sir, let me tell you - Not willing to give up his right to compose, 
either the Gauda must give up gdtha (verse in Prdkrta), or speech/poetry will 
become different. 

15. Who was speaking Prdkrta in the kingdom of Adhyaraja ? In the age 
of Srisdhasdhka, who was not speaking Samskrta ? 

1S. Expressions in the divine language ( Samskrta ) merit hearing. Those 
carried by Prdkrta are naturally sweet Apabhrams'a is fitting. The Bhuta lan¬ 
guage ( Paisaci ) is delightful for composition. The languages spoken by the 
people of Magadha and Mathura are liked by the learned. He who composes 
in these, that master poet succeeds in poetry. 

(2 )Jdti of Six Types 

17. By the teachers jdti is declared to be six-fold, viz. s'uddha (unmixed), 
sadharanl (fused), mis'rd (combined), sahklrnd (mingled), ananyagaminl (juxta¬ 
posed) and apabhrastd (faulty). 

(3) Suddha-Jati Examples 

Of them, the s'uddha Samskrta-jati to be used by superior characters is 
illustrated thus : 

As she raises an eyebrow, thinking up the words (to write in the epistle), 
her face is revealing her attachment to me, with its thrilling cheek. (1) 
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The suddha Prakrta-jati, to be used by the middle order characters, is 
illustrated thus: 

Your heart I know not, but O merciless one! Day and night Madana 
torments these limbs, whose desires are fixed on you. (2) 

The suddha Magadhi jati used by the low order characters is illustrated 

thus: 


I have collected a hundred vessels of human flesh and a thousand pots 
filled with fat I drink blood all the time. The war must go on for a hundred 
years. (3) 

The suddha Paisdci used by the not too high class characters is illus¬ 
trated thus : 

Bow to that Rudra (prostrating) at the feet of Garni who has been of¬ 
fended in love - Rudra whose reflection in her ten nail mirrors makes him 
bear eleven forms. (4) 

Suddha Sauraseni used by the not too middling characters is illustrated 

thus : 


O mango blossom, I give you away to Madana who has his bow ready. 
Be the most powerful of his five arrows, possessing the capacity to infatuate 
the hearts of damsels. (5) 

The suddha Apahhramsa used by the not too low order characters is 
illustrated thus : 

‘Have pity! Take this milk and drink it. Where do we have butter-milk? 
With my hand on my son’s head (in solemn truth) I ask - Were curds ever 
made in my life? (6) 

This is the general rule. According to the intention and ability of the 
poet, all these can be used for all (characters). Only these six are the suddha 
jdtis (permitted). 
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(4) Examples of Other Jdtis 

Sadharani and other are innumerable. Of them, the sadharani com¬ 
bining Samskrta and Prakrta, used by a high order character (dissembling) in 
a middle order part is illustrated thus: 

O simple girl! Abandon that reckless desire (to die). You of plantain 
stem thigh, give up your rash impulse. My mind cannot bear the aridness of 
life without you. (7) 

The sadharani jdti combining Samskrta and Paisaci, used by a high class 
character in the part of a not so high class character is illustrated thus : 

She who holds all the soft loveliness of the campaka bud, possesses the 
gait of the elephant and wide dancing eyes, the lamp kindling love, now 
wishes to speak. (8) 

Similaiy the fusion of Samskrta and Apabhrarrisa etc., of Prakrta and other 
tongues, should be examined. 

The misrdjati used in propriety to the speaker, the subject etc,, is illus¬ 
trated thus : 

Victorious is the lord of the mountains (£iva) who is the divine magic 
tree, granting the fruits desired by all men. Victorious is the daughter of the 
mountain ( Parvati ) who is the wish-granting creeper of lovers, clinging to him. 

(9) 


Similarly the combination of other languages can be seen. 

The sankirna jdti used by ill taught characters is illustrated thus: 

The moonlight is breathtakingly beautiful; the cuckoo is making sweet 
sounds; the generous southern breeze is blowing again. O friend, to delight 
your heart, the red asoka has also come. No use, no use being angry. Today 
we are going to our lovers. (10) 

This mingling of Samskrta and Apabhramsa of Mahdrds\ra country, like 
that of sesamum and rice, is sankirna jdti Likewise the mingling of Prakrta 
and Apabhramsa can be observed. 

The ananyagaminl asadharanl jdti used for games (in composing), in as¬ 
semblies, for entertainment etc., is illustrated thus: 
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The words spoken by Bhlsma lie well in (become) the mouths of the 
learned, just as, in the early morning, the rows of lotus pollen become the 
sacred pond. (11) 

Here the words of the first half are in Samskrta alone, and those of the 
second half are in Prakrta alone. This variety is called asadharam ananyagdmini 
jati This asadharanya [mutual inconvertibility?] is not there in the other lan¬ 
guages. 

Apabhrasta is illustrated thus: 

Dear girl, take your dues; wear this ring on your hand. O beautiful one, 
certainly my desire for love is with you. (12) 

Due to the use of incorrect language, this is corrupt. Even then, since 
such language is used by uneducated persons and reciters of ritual verses, it 
becomes apabhra$ta jati In faithful imitation, this too gains worth. 

2. Gati 

(1) Various Prose Verse Modes 

18. (The course of) poetiy - verse, prose or their mixture - is known as 
gati (flow/gait). Through its appropriateness to the content etc., this also 
becomes an embellishment of speech. 

19. In poetry some things can be handled in prose, some in verse, 
some in a combination (of the two). It is possible to express some matter in 
both and some in all three. 

20. The way Bdna could compose prose, he could not compose verse. 
The form of Sarasvati (Speech) varies from gati to gati 

21. The employment of gati is in accordance with the thought and 
proficiency, propriety and taste, of the poet and of the character. 

(2) Gati of Six Types 

22. m druta, vilarnbita and madhya, and then, drutavilambita, drutamadhya 
and madhyavilambita (forms), it should be known. 

23. By the mixture, in large and small quantities, of the short and long 
(syllables), it becomes six-fold in verse, prose and in the mixed form. 
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24. Vrtta and jati are (the two types of metrical organisation) distin¬ 
guished in verse. And each has sama (equal quarters), ardhasama (half equal 
quarters) and visama (unequal) types. 

2Sab. Prose has two varieties, viz. utkalikapraya (with long compounds) 
and padyagandhl (with semblance of metrical structure). 

25cd. Misra too, distinguished as ‘beginning with prose’ (and ending 
with verse) or ‘beginning with verse’ (and ending with prose), is accepted as 
twofold. 

26. The other features of prose composition, such as delicate, harsh, 
uncompounded and compounded, will be considered when we come to rlti 
and vrtti 

(3) Gatis in Samavrtta 

There, among the varieties of verse, druta gati (swift gait) in a samavrtta 
metre is illustrated thus: 

Maid! Give up his close embrace. You who were fearing the new union, 
now leave your beloved. The sun’s rays are appearing. Beautiful one! The 
cocks are crowing. (13) 

There is swift gait in this samavrttave, rse, due to the abundance of short 
syllables and conjunct consonants. 

The vibmbitd gati (slow gait) in samavrtta is illustrated thus: 

After bowing to Kandda, who is the source and master (of this science), 
I shall explain the elevating Padarthadharmasangraha, (14) 

There is slow gait in this, as long syllables have been placed in an 
orderly manner <sthdne sthane\ 

The madhya gati (medium gait) in the same (samavrtta) is illustrated 

thus: 


There was this demon Hayagriva, the might of whose arms was pro¬ 
claimed by the riches in the mansions of his friends, which shone like the 
white umbrella (of royalty). ( 15 ) 

This has medium gait as there are not too many short syllables. 

The drutavilambita gati is illustrated thus: 
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May the string of horses belonging to Savita (the Sun), spurred by the 
charioteer, Aruna, at the centre, sweeping over the high clouds/breasts of the 
gorgeous Sky, resembling a matchless emerald necklace, protect you. (16) 

This is the drutavilambitagati as the swift and slow gaits alternate. 

The drutamadhya gati is illustrated thus: 

The peacock with its beautiful tail, even as it flew near his horse, he did 
not make the aim of his arrow. For he at once thought of the tresses of his 
beloved, wound with colourful garlands, their knot loosened in dalliance. 

( 17 ) 

This is the drutamadhya gati, as the swift and medium gaits are inter¬ 
laced. 

The madhyamlambita gati is illustrated thus: 

The drums resounded in the sky. Throwing up their arms, the monkeys 
jumped with joy. The wreaths from the hand-lotuses of the siddhas fell on 
Ahgada’s crown. (18) 

This is the madhyavilambita gati, as the medium and slow gaits are inter¬ 
mixed. 

Similaiy, in ardhasama and visama metres, and in matra metres, in prose 
and in the mixture (of verse and prose), the druta and other gatis should be 
looked for, as they present abundant variety in the arrangement of short 
and long syllables. 


(4) Gati in Other Vjttas 

There, in a visama-vrtta metre, druta gati is illustrated thus: 

Counselled by Indra < Vasava>, his face brightening, Arjuna then performed 
penances, in the proper manner, to propitiate the Three-eyed ( Siva ), 
tirelessly. (19) 

The vilambita gati in ardhasama metre is illustrated thus: 

Convinced that the words uttered by his dear wife ( Draupadi ), which 
appealed to his heart, were [also] full of sense (lit- weighty), Bhima then spoke 
words full of well-supported argument to the king {Yudhitfhira). (20) 
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(5) Gatis in Prose 

The druta and madhya gatis in utkalikdpraya prose ; 

The layer of cloud having moved away, the surface of the sky looks like 
the clear sea... 

The darkness of the night, black as a heap of collyrium, is increasing... 

( 21 ) 

In prose having traces of metre <padyagandhigadya>, the madhya gati in 
the vrttagandhl and druta-madhya in the jatigandhi are illustrated thus: 

...among the demons living at the mouth of the netherworld... 

...having conquered amour, like $iva\ possessing unbeaten strength, like 
Guha .... ^22) 

(6) Gati in Prose-verse Mixture 

In the prose-verse mixture which begins with prose, drutamadhya gati is 
illustrated thus: ' 

‘Ah, I must be meritorious indeed, that I have been, by her widening 
eyes, at the unexpected meeting - 

bound, as it were, by a thick garland of lotuses, bathed by a heavy 
stream of milk, swallowed by a devouring gaze, verily drenched by a dense 
cloud of nectar.’ (23) 

The drutavilambita gati in the mixture which begins with verse, is illus¬ 
trated thus: 

‘He is a receptacle of learning, although tender in age. Having come 
out of the mansion and standing here now, he is sweet like the full autumn 
moon - for a glimpse of whom, the excited, unsteady glances of the women 
are as if filling the city’s windows with blue lilies. 

Here he pursues the study of nydyasastra <anvik$iki> with his childhood 
friend Makaranda, and his name is Madhava, we hear.’ (24) 

3, Riti of Six Types 

27. The path laid in poetiy by the writers of Vidarbha or other country 
is known as mdrga. It is called riti, because it is derived from the root rih 
employed in ‘to go’. 
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28. Riti is said to be sixfold, viz. Vaidarbhi, Pancali, Gaudiya, Avantika, 
Ldtiyd and Magadhl 

29. Of them, that which is without compounds, constructed with all 
the gunas such as s'lesa, and beautiful like the tone of vipahci (vino), is called 
Vaidarbhi riti 

30. That which has five or six words in a compound, is totally lacking 
in ojas (vigour) and kanti (brilliance), but is sweet and delicate, the poets 
know as Pancali 

31. That which has compounded, elaborate words, and is filled with 
ojas and kanti gunas , that riti the experts on riti know as Gaudiya. 

32. That which stands between Pancali and Vaidarbhi and which has 
two-three or three-four words in a compound, is Avantika, 

33. That which is a mixture of all ritis, is called Ldtlyd riti When the riti 
begun is not sustained, that break in style is called Magadhl 

(1) Riti Examples 

Amongst them, Vaidarbhi is illustrated thus: 

Daughter! We have all the desired gods in the home. Where that harsh 
penance and where your (delicate) frame! The s'irija flower can bear the light 
foot of the bee but not that of the bird. (25) 

Avoiding compound words, and having all the gynarfrom sle$a onwards, 
this is the Vaidarbhi riti 

Pancali is illustrated thus: 

As the bodies came together, the gems of the bracelets fell apart, those 
on the earrings swaying on the cheeks struck together, and the stones on the 
crest ornaments split in urgency, reverberating with jhanajhana sounds. (26) 

As ojas and kanti are absent, this is Pancali riti possessing a little of 
cohesion and looseness, old tale charm, sweetness and delicacy, and com¬ 
pounds of five-six words, 

Gaudiya is illustrated thus: 
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Whose (the king’s) army, easily commanded, marched to war, causing 
tremors in the earth, and the serpent Sesandga tried to hold her steady, the 
effort bending his shoulder, the hot hisses from his enormous raised hoods 
creating sparks of fire which looked like gems decorating his fangs. (27) 

Endowed with ojas and kanti, constructed in lofty compounds of many 
words, this is Gaudiya riti 

Avantikd is illustrated thus: 

These mumbled words of the pining girl tell the emptiness of her heart 
By their leaves which shrivel and fall as she leans on them, the trees by the 
path reveal the burning within her. (28) 

This, having compounds of two, three of four words, is the Avantikd riti 
which stands between the Vaidarbhi and Pancall rltis. 

Lailya is illustrated thus: 

Dispelling the darkness, here rises the opener of lotus buds, the mass 
of blossoms on the mandara trees lining the forest on the rise-hill <udayagiri>, 
the friend of the koka pair parted (by the night), red like the cheek of the 
angiy monkey. (29) 

This mixture of all the rltis is called Latlya, 

Magadhi is illustrated thus: 

The foothills of the Vindhya, lined red by the saka trees bearing fresh 
leaves on the few branches left by devouring elephants, with the commotion 
of boars nmning hither and thither, startled by the fierce sound of the cow 
horns blown by the army of sabaras, inspire fear. (30) 

Since the style begun has not been sustained, this is the ‘broken’ style, 
viz. Magadhi 


4. Vrtti of Six Types 

34. That which brings about the blooming, agitation, shrinking and 
widening of the mind, is vrtti That too is of six kinds: 
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35. Kaisikl, Arabhati, Bhdratl and, further, Sattvati also Madhyamarabhatl 
and Madhyamakaisikl 

36. Of them, Kaisikl is that in which the content and composition are 
soft and delicate. The vrtti in which the sense and composition are forceful, 
is Arabhati 

37. That which has delicate and firm composition serving a soft con¬ 
tent is Bhdratl vrtti. That which has a hard sense couched in a delicate and 
firm composition is known as Sattvati 

38. Where the sense is soft and the composition is hard, it is 
Madhyamakaisikl When there is forceful sense in a delicate composition it is 
Madhyamarabhatl 


(1) Vrtti Examples 

Kaisikl is illustrated thus: 

The glances from the mobile eyes of the women first fell on the moon 
white betel leaves, then on the mallikd garland, lingered on the alluring san¬ 
dal, strayed over the antique cup of wine shaped like the blue-lotus, and 
finally rested on the lover. (31) 

Here, as the context and composition possess delicate softness, it is 
the vrtti called Kaisikl 

Arabhati is illustrated thus: 

Whosoever, in the army of the Pandavas, is proud of the strength of his 
arms and bears a weapon, whosoever belongs to the Pahcdla clan - youth, old 
man of babe in the womb, whosoever was a witness to that (heinous) act, 
and whosoever opposes me in the battlefield - blinded with rage, I am Death 
to each one of them, nay, Death to the Death-giver of all the worlds. (32) 

This, with the forceful sense and composition, is the vrtti named Arabhati 

Bhdratl is illustrated thus: 

May that frame of Lak^mi make you holy - who, at the end of dalliance, 
supported herself with one hand on the $e$a serpent and with the other held 
her attire, her heavy locks loosening, to be borne by her shoulder, her charm 
at that moment doubling his desire, making Visnu reach out once more to 
embrace her limp-armed self and pull her down to the bed. (33) 




170 





FRcfr FFT II 




oFSft graft c1|cHl4^RdU[^Mdiuft4l 


4tft 'ftWTsFF: 7? ra 



M4b'ii^a c ift^i4 =h<^: 4lm-^Pft fgql- 

^cnte^raRfe ■RTct 1^; ^TRftll (^) 


ftq -gkiKif Frfcftk^gFf wraft ftf n 



F?n - 


ft? -gift '^fd% US W^l 
Tftftlftf FN: f 

^R-M-HHmft fTtfilfeRHlfa 
4ftT ^Flftf HgFrawftW: II (^) 




FFT ^frT: II 


■RWTTWZt F»H - 

r4 HHKR «!§H'W ftcraFFT^ 

4l7R FTS^I^sq | 

FfeTSf^^J^^TFFfm^ldl- 
F%^Rf^W5r ^5%FR; || ( ^ ) 

ft4 -Ms% ^'MK'4"<Ff F^FTRFZt FFT ffrT: II 

<V ^f^fT WfT 

Rftft i 

crfftr#^ i^^iti qtdmxitfFite ii ^ n 


gR| ?Tft>tftc[WRT F^fT - 



fgcffa: Tqrr^'<: 


171 


In this veiy delicate sense, this not too delicate composition is Bharati 

vrtti 


Sattvati is illustrated thus: 

Both are worthy of salutation, though both attained success and glory 
through unworthy conduct - Bhlma of terrible might and the sage ( Parasurama ) 
armed with the glinting axe. By one, the bodies of his foes were torn apart 
with his nails and the blood drunk like nectar. The other bathed in the pool 
of blood around the enemies he had slaughtered, to abate his fury. (34) 

With a forceful sense and not so firm composition, this is the vrtti 
named Sattvati 

Madhyamakaisiki is illustrated thus: 

Cursed woman! What is the use of tending this mango tree at the 
doorstep with care? This wretched one is a poison tree. With the slightest 
sign of its flowering, the torments of the fever caused by Madana will be 
dreadful (35) 

This forceful composition in a tender context, is the vjtti named 
Madhyamakaisiki 

Madhyamdrabhafi is illustrated thus: 

O King of serpents! Tightly encircle with your hood (or body) the vast 
base of this Mandara mountain. For you who have borne the unbearable 
paiyanka posture of Siva in his yoga sport, what burden can be too big? (36) 

This, with a soft composition employed in a forceful sense, is the vrtti 
named Madhyamarabhatl 


5. Chayd of Six Types 

39. The imitation of the utterances of others is chayau That too is, in 
poetiy, sixfold, as loka (common people), cheka (the learned), arbhaka (chil¬ 
dren), unmatta (the mad), pota (the servants) and matta (the intoxicated), have 
each a distinct speech. 

Of them, lokokti-chdya is illustrated thus: 
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The end of my curse will come as soon as Vi?nu awakes from his slum¬ 
ber on the serpent These four months you push somehow with eyes closed. 
After that we will fulfill every wish that has grown double in this separation, 
in nights which will be lovely with the autumn moonlight (37) 

‘Closing the eyes’ is a common expression used by people, so this 
imitation is lokokt- chdya. 

Chekokti-chdyd is illustrated thus: 

He who has never succumbed to the face with wide dark eyes and 
mischievously arched brows of a beautiful woman - my salutations to that 
human beast (38) 

The imitation of the utterances of the learned in ‘salutations to that 
human beast’ is chekokti-chdyd. 

Arbhakokti-chdya is illustrated thus: 

Is this some tree in heaven whose flower is the moon? What kind of 
trees are they, Mother, whose fruits are the pearls? (39) 

This imitation of the utterance of an innocent child is arbhakokti-chdya. 

Unmattokti-chaya is illustrated thus: 

(Heroine asks her friend -) O beautiful one! How did you find him 
(how did he seem)? What is he doing? Does he ask for some news of me? 
Does he listen to all that is said? O leave it, what is the use of this talk? But 
tell me quickly, is that arrogant one coming here or not? (40) 

This imitation of the frenzied utterance of a distracted woman is 
unmattokticchayd. 

Potokti-chdyd is illustrated thus: 

I am not able to bear the tilaka (forehead mark). And the camphor 
harms me with purging. The red kumkum brings weakness to my limbs. (41) 

This imitation of the utterance of a lowly woman placed in a high 
position is pofokti-chaya. 

Mattokti-chdya. is illustrated thus: 










175 


‘Odd dear one! Y y you give me the wine in your m m mouth. 
Th..th..throw away quickly the gold c c cup.’ This stammered utterance by the 
deer-eyed woman in the hold of drink was recollected in the morning by her 
friends for their amusement. (42) 

This imitation of the unsteady speech of a drunken woman, is mattokti- 

chdyd. 


6. Mudra of Six Types 

40. The setting down of a phrase, loaded with intent, in an expression, 
is called mudra , by the knowers of kavyamudra (the stamp of poetry), since it 
affords delight 

41. In poetry it {mudra) is of six types, the placing of pada (word), vakya 
(sentence), vibhakti (termination), vacana (number), samuccaya (conjunction), 
and samvrti (closing up). 

Of them, padamudra is illustrated thus: 

The blue lotus is yesterday’s flower next to the beauty of her eyes; the 
moon is a beggar to her face; Madana’s bow is a brother to her eyebrows; the 
moonlight is but the edge of her smile; the cooing of the intoxicated cuckoos 
is the dregs of the doe-eyed one’s music. At long last the Creator’s expert 
knowledge has realised full perfection. (43) 

Here the words nirmalyam, dasah, sandbhi, ancalam, ucchi^ta, which delight 
only in their secondary sense, have been set down, loaded with intent; so this 
is padamudra. 

Vakyamudra is illustrated thus: 

Since it throws its reflection in the clear water composing the form of 
the god controlling the night, and transforms itself into another substance, 
the nectar-like moonlight, since that fiery abode shines eternally in the heav¬ 
ens, surely, in that resides a divine being, all the worldly bonds of the knowers 
of whom are broken. (44) 

Here, as the other sentence, ‘there resides a divine being....’ which causes 
delight by supporting the previous sentence, has been placed with intent, 
this is vakyamudra. 
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Vibhakti-mudra is illustrated thus: 

A clear intellect is indeed a wish granting cow <kdmadhenii'> - it yields 
fortune, stops calamities, generates fame, cleanses dirt, and by its refining 
clarity it makes one perfectly pure. (45) 

Here, the tfn-endirig words (verbs) pradugdhe, runaddhi, sute, pramartfi 
and punlte, displaying special features, as they have been formed with the 
help of the rules, “(the passive voice is employed in intransitive as well as 
the reflexive forms) in the transitive verbs duhi and pad as well < upasankhyanam” 
and “in roots of the rudh group, the conjugational sign snam is ordained in 
the active voice before the verb affix”, are seen to be specially arranged, with 
an atmanepada form alternating with a parasmaipada form. 

Again, the sup-e nding words (nouns or noun-related words), sriyah, 
vipadah, yasajjisi, malinam, samskarasaucena, which present modified or unmodi¬ 
fied forms, having special features since they have been formed with the help 
of rules such as When the affix begins with a vowel, the i / l and u / u ends 
of roots, the u of roots characterised by the conjugational sign snu, and the u 
of bhru, are substituted by iyah and uvan, are seen to have been arranged 
with an auspicious meaning-ed one alternating with an inauspicious mean- 
ing-ed one, all basically auspicious in sense. So this is vibhakti-mudra. 

Vacana-mudra is illustrated thus: 

[ Vasiytha’s message to Sita-\ The goddess Earth gave birth to you. King 
Janaka who is equal to Prajdpati, is your father. And Daughter! You are the 
daughter-in-law of those rulers in whose lineage the Sun is the guru (parent/ 
preceptor) and We too are. (46) 

Here, the plural vayam used for himself, and the singular Savita used 
for the Sun, indicate the speaker’s intent that he is even more revered than 
the Sun. So this is vacana-mudra. 

Samuccaya-mudra is illustrated thus: 

This moon-face of yours too wore (lit became the lover of) a frown (liL 
knitted brows), and the race of Vasudeva too remained only in name. (47) 

Here, by the rule, ‘In well wishing, past tense’, the words wishing Hayagriva 
supreme triumph, present the future in the past tense, employing samuccaya 
(conjunction). So this is samuccaya-mudra. 
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Samvrti-mudra is illustrated thus: 

Prasena’s precious gem that was appropriated by that wicked Vi$nu - 
What use is there, today, of recounting to you [his exploits] properly? (48) 

Here, ‘since even the talk of bad men is sufficient for degradation’, why 
tell you? - this closing up, loaded with intention, is samvrti-mudra. 


7. Ukti of Six Types 

42. Through the door of injunction/assertion or prohibition/nega¬ 
tion, the significant purport which is perceived, is called ukti here. 

43. It is sixfold as it can take the form of vidhi (injunction), nifedha 
(prohibition), adhikdra (claim), vikalpa (alternative), niyama (isolation) or 
parisankhyd (delimitation). 

Of them vidhi-ukti is illustrated thus: 

(Kanva to Sakuntala ) - ‘Serve your elders. Towards your co-wives, adopt 
the behaviour of a loving friend. (49) 

Here, since that (instruction) which was not occasioned earlier has been 
given for the first time fas the need to instruct his daughter on the duties of 
a wife has arisen only now], this is vidhi 

Ni$edhokti is illustrated in: 

Though wronged, do not, in a fit of anger, go againstyour husband. (50) 

Here, as the instruction has been given <prdptau>, (further extending it 
to) avoiding mistakes <nivaranam> is ni$edha. 

Adhikarokti is illustrated thus: 

Be extremely tactful in dealing with your attendants; do not be elated 
with pride in your prosperity. Thus do young ladies attain the station (dig¬ 
nity) of a house-wife. Those of an opposite character are a bane to their 
family. (51) 

Here, from knowing what to do and what not to do, the right for the 
deserts of (performing good) action and refraining from (bad) action is adhikdra. 
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Vikalpokti is illustrated thus: 

One leader, whether ksatriya or brahmana. One knowledge, whether it 
be spiritual or of Veda. One wife, whether of noble birth or beloved. One 
friend, whether he be a king or a sage. (52) 

This is vikalpa (option) of four kinds, pertaining to class, action, quality 
and substance. 

Niyamokti is illustrated thus: 

This argument is just useless. Arjuna alone is bowman, who is hailed 
not only by his own people but also by others. (53) 

This niyama is of three types * ayogavyavaccheda leva refuting the non¬ 
application of ‘useless’ to ‘argument’, i.e., stressing its application], 
anyayogavyavaccheda leva refuting the application of ‘bowman’ to any other 
archer], and atyantayogavyavaccheda [kevalam thoroughly refuting the non¬ 
application of ‘by his own people’ to ‘praised’]. 

Parisankhyokti is illustrated thus: 

Of creatures having five nails, five can be eaten. He does not see with 
the left eye. There is hardness in her breasts. What is untrue? That which is 
not liked. (54) 

Through affirmation and negation, making a distinction and dismiss¬ 
ing, is \ parisankhya. [Other creatures with five nails are not to be eaten. He sees 
with the right eye. There is no hardness in any other part, e.g., her speech. 
That which is liked by one is true.] 

8. Yukti of Six Types 

44. The fitting together of words or meanings which are disparate, is 
called ‘ yukti by the learned. 

45. Pada (word), padartha (word meaning), vakya (sentence), vakyartha 
(sentence meaning), prakarana (topic/scene/interlude) and prabandha (the 
entire poetic work) provide the matter for 'yukti, 

There-- 

46. Series <parampara> of yoga (word formation modes), of karana (causes), 
of paryaya (synonyms), and of angangibhava (part-whole relations), generally 
employed for constructing phrases <padasiddhi> , serve 'pada-yuktV {*L\l(\nQ words 
together). 
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47. The co-ordination of word-meanings consisting of jdti etc. (class, 
action, quality, substance), which are disparate, is known as padartha-yukti 

48. The devices for vdkya-yukti (co-ordination of sentences) are garbha 
(parenthesis) along with nigarbha (parenthesis within parenthesis), samvrti (clos¬ 
ing up) and samuccaya (conjunction), with expressions like ‘Let it be done’ 
and Thus’. 

49. The use of yat-tad (that-which/as-so) etc., the repetition of a verb, 
verbs having the same agent, and reiteration with the same verb, co-ordinate 
mutually the senses of sentences. 

50. The introduction of a statement for making unbelievable descrip¬ 
tions of scenes like mountains acceptable, is called praharana-yukti 

Slab. The prabandha-yukti (co-ordination of the entire work) has also 
been explained in the same manner, by experts. 

51 cd. For making their forms clear, the examples themselves are shown. 

(1) Yukti Examples 

The padayukti accomplished by (stringing together) etymological-con¬ 
ventional word series (and other series) is illustrated thus: 

May the Sun’s light protect you - which vanquishes in beauty the ver¬ 
milion on the forehead of Indra’s elephant in the East; surpasses the glow of 
the submarine fire in the Western ocean; magnanimously ushers in the 
morning, making the lotuses bloom in ecstasy, displaying their moist depos¬ 
its of pollen; and fills the deep hollow of the sky-cauldron. (55) 

Here, in jambhajiddvipa an etymological-conventional series, in 
hayangandsyahutabhug a series of synonyms (replacing the familiar words), in 
prdtarjdta-madonmisatkamalinikinjalkakalkodbhatam a chain of causes, and in 
nabhah-katahakuharakrodam a line of part-whole relations, is seen in progress. 

The padarthayukti which fits together contrasting classes etc., is illus¬ 
trated thus: 

With a thigh and arm like the elephant-lord’s trunk, a large breast and 
shoulder resembling the elephant head, that lovely and fierce female-male 
shaped frame of your parent, we see here in your face.’ On Vdrdhl joking 
thus, as Ganesa gazes at her face, neither applauding with a smile nor reprov¬ 
ing, he is embraced by his mother. May he protect you. (56) 
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Here, in ‘female-male shaped’ disparate classes <jatv arejoined together; 
in ‘neither applauds nor reproves’, disparate actions <kriya> are brought to¬ 
gether; in lovely-fierce’ disparate qualities <.guna> are combined; in ‘in the 
face we see the frame’ disparate substances <dravya> are brought together. 


Vdkyayukti involving parenthesis etc. is illustrated thus: 

The earth bounded by the four quarters lined with their elephants, is 
conquered. And, conquered, - saying this our hair stands on end. see! - it is 
given away to the brahmana. What more (can be said)? Our salutations to 
that Rama with whom has arisen this wondrous tale and with whom it has 
ended. (57) 

Here, in ‘telling this our hair is on end, see!’ there is parenthesis 
<vdkyagarbha> ; and the expression ‘See!’ within this sentence, discovering the 
thrill (of the speaker), is parenthesis within parenthesis <nigarbha\ What more? 
Salutations to that Rama\\ is closing up with a sentence <vdkyasamvrti>; Svhere 
the stoiy began and where it reached an end’ is the conjunction of predicates 
<vakyasamuccaya>. Because of the use of all these, this is yukti involving sen¬ 
tence. 


Vakyartha-yukti accomplished by the use of yat tat etc. is illustrated thus: 

[The messenger tells the hero-) ‘Stand at the door, enter the courtyard, 
go out of the house’ - thus she looks (for you) on the road. ‘Rush to the hall, 
rush up the stairs, rush to the turret’ - thus she rushes about the house. 
Raving ‘Send the girl with a message, send!’, and having sent her many times, 
O cruel one!, she slumps on the bed as if, like an aeon, the night will never 
come to an end. (58) 

Here, in the first quarter a number of verbs with one reference (agent), 
in the second the repetition of a verb, in the third, in ‘send a messenger, 
send’, insistence through reiteration, in the remaining part, ‘so lies she that 
the night will never end’, the use of yat and tat- all these are seen to bring the 
sense of the sentences together. So this is vakyarthayukti as defined. 

Prakarana-yukti which affords plausibility to unbelievable descriptions 
of mountain etc., is illustrated thus: 
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[Description of Raivataka mountain in Sisupalavadham -] Endowed with 
the peaks of the Sumeru mountain, brought by the gods for the delight of 
Krsna, it (. Raivataka) does not belie the lofty descriptions of its height and 
beauty made by the poets. (59) 

The winning of credence for the theme of the entire (poetic) work is 
‘prabandhavisaya yuktf. It is illustrated thus: 

Where the smoke-like cloud - that collection of light, water and air, 
and where the messages that creatures with efficient organs have to send? 
Forgetting this, in his eagerness, the yaksa <guhyaka> urged the cloud (to carry 
his message). People tormented by love naturally cannot discriminate be¬ 
tween living beings and lifeless objects! (60) 


9, Bhaniti of Six Types 

52. A mode of telling is bhaniti It is constructed in the form of sambhava 
(event/possibility), asambhava (impossibility), visesa (exception), samvrti (clos¬ 
ing), ascarya (wonder) and kalpand (conception of competence). 

Here sambhavabhaniti is illustrated thus: 

The moonlight which first bore the charm of the juice trickling from 
the freshly crushed flower cup of the ketaka, slender enough to string pearls 
with, with the unfolding of the splendour of the moon, can now be poured 
with jugs, measured with cupped hands and drunk in lotus shoots. (61) 

Here, since the moonlight is (conceived of as) a happening similar to 
the juice streaming from the freshly crushed ketaka flower etc., this is ‘ sambhava¬ 
bhaniti in the mode of assertion. 

Asambhavabhaniti is illustrated thus: 

Tell me! Where can the liquid moonlight be drunk through lily stem 
pipes? Where is weaving done with strands of lotus fibre? Or can the fra¬ 
grance of bakula garlands be measured with a cup <pdri >? How can dream 
materialise before the eyes that blue-lotus eyed one [seen by it]? (62) 

Here, since drinking moonlight through lotus stems etc. is impossible, 
this is asambhava-bhaniti in the mode of negation. 

Visesa-bhaniti is illustrated thus: 
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May that Balarama bearing eyes whose lids have been hallowed by RevatVs 
kisses, even as he sits in the drinking assembly, intoxicated with-wine, bless 
you with purity. (63) 

Here, even though soiled by RevatVs saliva, the purity of Balardma’s 
eyes, and even though intoxicated with drink, his sanctity - this is excep¬ 
tional. So this is vis'esabhaniti in the mode of assertion in denial. 

Samvrti-bhaniti is illustrated thus: 

The adornment of adorning, the special embellishment of the task of 
embellishment, the comparison, in turn, of comparison itself, O friend, is 
her form. (64) 

Here, since the entire range of phrases employed commonly in de¬ 
scription is rejected (lit closed up) by the sentences, ‘Her form is the orna¬ 
ment of ornaments’ etc., this is samvrti-bhaniti taking the form of negation in 
assertion. 

Ascaryabhaniti is illustrated thus: 

To think that this darkness has arisen from light; this fire has been 
generated in water; this poison has emerged from nectar; this heat has taken 
birth in shade! What possibly can be the way to soothe this? Surely this knot 
is a strong one, that even from the loved one this unlovable act [expecting 
endurance]! Enough of consoling [me], friends. (65) 

Here, due to the astonishing emergence of darkness etc. from light etc., 
this is ds'caryabhaniti, taking the form of assertion-negation in negation-asser¬ 
tion. 


Kalpanabhaniti is illustrated thus: 

Fit to be seen with a thousand eyes, to be held in thought by tens of 
thousands of hearts, and to be won only by hundreds of crores of good 
deeds, the indescribable <kimapi> youth of the girl with the lovely brow de¬ 
lights. (66) 

Here, as the excessive charm of youth has been conceived of as capable 
of being perceived only by a thousand eyes and so on, this is kalpanabhaniti 
in the form of the exception turning rule in a situation of rule violation. 
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10. Gumphana of Six Types 

53. The arrangement of words and meaning in a sentence, done well, is 
known as gumphana (stringing). This involves sabda (word/sound), artha 
(meaning), krama (sequence), paryaya (synonym), pada (word/part of a sen¬ 
tence) and vakya (sentence). 

Of them sabdakrta [gumphana ) is illustrated thus: 

At the coronation of Rama, from the hands of the girl who was un¬ 
steady with excitement, the golden pitcher fell, and reaching the stairs, made 
a tham tham thatham tham tha tha tham tha tham thah sound [rolling down]. (67) 

This fhantham etc., forming a meaningless quarter, has been kept in the 
expression, in keeping with the sense [to function onomatopoetically]. So 
this is sabdaracana [gumphana ,). 

Arthakrta [gumphana ) is illustrated thus: 

One which equals in extent the Quarters, Time and the soul, [i.e. ether/ 
sky], one which shines brilliantly in that (sky), [i.e. the Sun], one in which the 
rays of that (Sun) become nectar, [i.e. the moon], the collection (ocean) of 
that in which that (moon) was born, [i.e. water], one which burns for heating 
that (water) up, [i.e. fire], one for whose sacrificial offerings that (fire) is useful 
[i.e. the householder], one who keeps the life of the householder, [i.e. air], 
one whose quality [of smell] that (air) carries, [i.e. the earth] - may all these 
forms of Manmatha’s foe [i.e. £iva], protect you. (68) 

Since the eight things, sky etc., which constitute tfiva’s forms, are strung 
together, one elicited from another, this is artharacana [gumphana). 

Kramakrtd [gumphana ) is illustrated thus: 

The length of her eyes issued the challenge to blue lotuses <dattapatrah>; 
the expanse of her breasts made the elephant’s temples the first argument 
(to be defeated) purvapakslcakarar, the playful arches of her brows spoke in 
support of the arches of Madana’sbow <ananvavddit>\ and the light of her face 
found error in the lustre of the moon <du$aydmasa>. (69) 

Here, delivering the declaration of challenge, setting down the conten¬ 
tion, arguing in support, and identifying the error [in the opponent’s argu¬ 
ment] - all these being arranged in the well known order accepted by the 
learned, this is kramaracand [gumphana). 
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Parydyakrtd {gumphand ) is illustrated thus: ( Prakrta ) 

Only the hen-parrot who is used to conversation with the cock-parrot 
will understand the prattle of the parrot. Give up your parrot talk. You there, 
I cannot imitate a hen-parrot. (70) 

This stringing together of synonyms of the word ‘parrot’, suits the pur¬ 
port, so this is parydyaracana {gumphand ). 

Padakrta {gumphand ) is illustrated thus: 

In those parts, dotted with ancient caves which were echoing the shrill 
squeals of the monkeys which, twining their mobile tail creepers around the 
branches of the bakula trees, were shaking them, as he reached the bank of 
the lake, he felt the winds which swayed the tall, sturdy pinditagara trees, but 
were the gentle friends of the lotuses blooming on the rippling water. (71) 

Here, to the expression, ‘In those parts, occupied by ancient caves echo¬ 
ing the sounds of the monkeys, which were shaking the bakula trees with 
their creeper-like tails, he felt the winds, which were the friends of the lotuses, 
but swayed the stout pinditagara trees, when he reached the water bank’, 
extra phrases have been added. Although they are superfluous, they have 
been so arranged that they serve alliteration, complete the metre, and support 
the meaning. So this is padaracana {gumphand :). 

Vdkyakrta (gumphand) is illustrated thus: 

To Pahcal% the eldest {Pdndava) bore, as it were, the relation of husband 
and father-in-law; in the youngest brother she saw husband and younger 
brother-in-law; in the middle three she saw all three. (72) 

Here, expressing a large idea in a small construction, as the sense of 
the sentence has been so arranged that even the order (of counting the 
brothers) has been upset, for the sake of economy of construction 
<granthaldghavam>, this is vakyaracana {gumphand ). 

11. Sayya of Six Types 

54. When things/ideas are found linked with each other <ghafanayam >, 
that is called sayya. In some places, related to the context <prakrantena\ and 
in some, away from the context <aprakrdntena>, 
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55. and in some places, beyond the context <atikrdntena >, in some places 
between two syllables <varnayoh> for forming a word, between two sentences 
<vdkyayoh> for keeping the expression coherent, and sometimes belonging to 
scattered things <prakirndndm>, it is observed. 

Of them, prakrdnta-ghatana {sayya) is illustrated thus: 

‘Be it so’ - thus promising, and somehow sending Umd away, the chas¬ 
tiser of Smara (i.e. Siva) called to mind the seven enlightened sages. (73) 

This is prakrdnta-ghatana (sayya), as the arrival of the sages, which is 
within the context, is linked up. 

Aprakranta-ghatand (sayya) is illustrated thus: 

Here, (people) also relate the ancient story of the dialogue between the 
hunter and the sage Samvarana. (74) 

This introduction of the dialogue of the hunter and Samvarana, which 
is not within the context, is aprakranta-ghatand (sayya). 

Atikrdnta-ghatand {sayya) is illustrated thus: 

Even though the time was past, the rows of kadamba trees in the forest 
worked a miracle on him, bursting, as it were, into blossoms glistening like 
smiles. (75) 

Even though the time is past, the blooming of the kadamba trees, which 
is actually the work of the pining heart of Rama, is brought in through the 
door of memory. So this is atikrdnta ghatand (sayya). 

Padaghatana {sayya) is illustrated thus: 

With the sva uttered with emphasis by (each) severed head as it fell 
into the fire, and the exclamation ha uttered by Siva, this is that Rdvanawho 
became the oblation ( svdhd ). (76) 

Since the word svdhd has been formed from the syllables sva and hd., 
this is padaghatana (sayya). 

Vdkyaghatand {sayya) is illustrated thus: 

O swan, return my beloved to me; her gait has been robbed by you; the 
finding of a fraction of a stolen item can demand its restoration. (77) 
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The second half of the verse quoting ancient authority, although it 
does not follow the first half in sense, is not opposed to the main purport, 
and is couched in the same sentence. So this is vdkyaghatana (sayyd). 

Prakirna-ghatand {sayyd) is illustrated thus: ( Prdkrta ) 

For the young innocent girl, in one eye camps Srdvaria [first month of 
rains], and in the other Bhadrapada [second month of rains]; her Mddhava 
[second spring month] on the earth’s surface; on her cheeks the autumn; the 
summer in her limbs; in the sesamum field of her comfort, the Mdrgasir$a 
[harvest month]; and in the lotus pool of her face, late winter. (78) 

Here, as Srdvana etc. do not occur simultaneously, the bringing together 
of these scattered (periods) is praklrnaghatana (sayyd). 

The word prakirna here stands for the remaining kinds (of miscellany) 
as well. So other miscellaneous combinations too find occasion. The various 
significatory functions of words <sabdavrtti> - mukhya, gaunt and lak$and, 
tadbhavdpatti, upacdra and laksitalaksana, found in the works of great poets, 
are all included (lit heard) here (in this context). 

From the beginning, in the six words indicating the ddhara [bases, i.e., 
eye, earth, cheek, limbs, comfort, face], and in the word mugdhdyah (the girl’s) 
which connects them, the mukhya vrtti (primary mode of signifying), operates. 
In the remaining two words for the ddhara Isesamum field, lotus pool], the 
gaunt vrtti (secondary mode) is operative. In the four words denoting months, 
viz. Srdvana etc., there is laksand (indicative function). In the case of all the 
six expressions, both indicatory [e.g., Srdvana] and direct [e.g. Sarad), which 
convey the objects [namely, the seasons,] resting on these bases 
<ddheyavacanesu> , from rain onwards, since all of them occurring at the same 
time is impossible, the assumption is demanded by their being mentioned 
<s'rutdrthdpatti>, that their presence is imposed <bhdvdpatti>. In the verb form 
dvdsita (‘camping’), the figurative attribution <upacdra> is evident. The indirect 
indication <laksitalaksand> is revealed in all these, through (further) analysis. 

That is as follows. The word dvdsita has become established in the 
conventional meaning ‘stationed’, with reference to a king or some lord who 
has stationed his extensive retinue at a favourite spot. This is here used 
secondarily with the words Srdvana etc., and indicates their vastness and 
sweep, and their great effect, and, thereby, the great effects which accompany 
the state under description [i.e. the heroine’s separation from the hero]. 



198 








199 


Those (the seasons) cannot be found simultaneously in ‘eyes’ etc., but, 
in each part in which they have been introduced (e.g. eyes], full of their 
characteristic features, by the significatoiy capacity of their names, they indi¬ 
cate the same qualities/states prevailing there. Each of these, while indicat¬ 
ing the extreme pain caused by separation to the woman, also shows her 
extreme love for her beloved. 

There, by the two months, Srdvana and Bhadrapada, the rainy season is 
indicated. Even though it cannot be associated with the two eyes, it is placed 
there by means of (the locative) case ending, and with its own characteristics 
of water flow and downpour, indicates the constant flow of tears, and thereby 
the great longing of the woman for reunion [with her lover who is away]. 

By its second month, Madhava, spring is indicated. It too cannot be on 
the surface of the earth; but as in the previous case, it has been placed there 
by the capacity of the word (taking the locative case). And thus placed, through 
its own (cooling) features, viz. flowers, tender leaves, lotus stalks and petals, it 
indicates secondarily the cooling solace provided only by the earth’s surface, 
and, thereby, the anguish in the body of the love-smitten woman [who seeks 
it]. 

The word s'arad signifies a specific season (autumn). Its presence in the 
cheeks is not possible. But, assisted by the capacity of the word sthala, which 
gives prominence (to the cheeks), for kindling recollection (of the season), it 
brings in its own features - kasa flowers, advent of the swans, blossoming of 
the lotus ponds, clear moonlight etc., and indicates the similar whiteness of 
the cheeks and, thereby, the emaciated state of the deer-eyed one in separa¬ 
tion. 


By grlsma too a specific season (summer) is signified. It too cannot be 
found in the limbs of a woman. But through its own features, viz. the harsh¬ 
ness of the sun’s rays, the heat of the burning dust, the merciless hot winds, 
forest fire, and unpleasantness, approaching the symptoms of the fever of 
love which are making their first appearance, it indicates the eighth stage of 
love [in the girl]. 

Hemanta (early winter) is indicated by its first month, Mdrgaslr^a, By 
this, another sense is indicated. Just as, in the hemanta season, the sesamum 
crops are cut, the comfort of the heroine is now destroyed, indicating her 
extreme mental anguish. 
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What indeed is common to (her) comfort and the sesamum field? 
Love depends on their support It is well known that women who go out to 
meet their lovers have the greatest liking for the sesamum fields and the 
lotus ponds. 

As has been said: ( Prdkrta) 

This beautiful lotus pond which is the ornament of our village, has been made to 
look like a cut field of sesamum, by the winter. 

That is why, in the second half of the verse, he (the poet) brings in this 
lotus pond also, by the word kamalasarah - 

mugdhayah mukhapankajasarasi avasitah sis'irah 

(The full winter has stationed itself in the lotus-pool of the girl’s face.) 

This season called s'isira (high winter), is placed in the girl’s face, just as 
it occurs in the lotus pond, through the power of the word (i.e., in the locative 
case). Through its own familiar features such as the drying up of the lotus 
beds, it indicates the declining brightness of the girl’s face-lotus, eye-lilies, 
smile-blossom, teeth-pollen etc.. This in turn indicates the bleakness <prakarsa> 
of her behaviour <anubhdva> in separation <vipralambha>. 

As the description of the features of s'isira has been taken up (in her 
face), following the rule regarding the primacy of place, i.e., ‘the face is half 
the body, nay all of it’, s'isira also becomes indicated as the most important of 
all the seasons'in this context 

12, Pathiti of Six Types 

56. The mode of reading or speaking which assists the variation of 
sense, by means of kdku (tone), svara (vowel length), padaccheda (changing the 
punctuation), padabheda (breaking up the words differently), abhinaya (ges¬ 
ture), or kdnti (brilliance/cleverness), is called pathiti It has six varieties in 
poetry. 

Pathiti by kdku is for example: 

Dear one! If my messenger friend is likeable, then I too am? If her 
words are pleasing, then mine too must be? (79) 

Here, by one intonation an assertion is made and, by the other, denial 
is conveyed. 
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Pathiti by svara is, for example: 

Dear fair browed one! On knowing that you are angry, I have stopped 
eating; all talk of women has been given up; I stay far from perfumes, gar¬ 
lands, sandal, incense and such things. O beloved, give up your anger. Be 
appeased, now that you see me prostrating before you. Darling, truly, without 
you, all the directions become dark for me. (80) 

Here, by lengthening (the last long vowel in) drste (addressing drsfi), this 
sentence which is aimed at placating the angry beloved, appears to be pla¬ 
cating her angry glance. 

Pathiti by padaccheda is for example: 

O lord of all the mountains, has the beautiful beloved lost by me, been 
sighted by you in this pleasant forest? (81) 

Here, separating the words in such a way that ‘lost by me’ is read, the 
sentence is Pururava’s; if‘lost by you’ is read, it becomes the mountain’s, f‘0 
King of all the kings, the beautiful beloved lost by you was seen by me in this 
pleasant forest’] 

Pathiti by padabheda is for example: 

May the husband of Umd (i.e. Siva) protect you always - Siva, the de¬ 
stroyer of the mind-born (. Madana ), by whom, of old, the vanquisher of Bali 
(i.e. Visnu) was used as a weapon, who bore Gahga on his head, the annihila- 
tor of the demon Andhaka, to whom the peacock flyer (i.e. Kartikeya ) is dear, 
whose praise the gods utter with the epithets ‘moon-crested’ and ‘destroyer’ 
(the remover of ignorance), who wears serpents for garlands and bracelets. 

OR 

The birth-transcending one who crushed Sakata <anah> demon, who 
conquered Bali, whose form once became feminine, who lifted the 
[ Govardhana] mountain, who saved the earth [as the Great Boar], the refuge 
of cowherds <andhaka> , fond of the peacock feather [worn on his head], praised 
by the gods as the slayer of Rahu (lit. tormenter of the moon), fond of Garuda 
(lit eater of snakes), lost in music (lit sound), giver of all [desires], may that 
husband of Laksmi <madhava> protect you. (82) 
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Here, the two ways of breaking up the words, viz. yena dhvastamanobhavena 
and yena dhvastam anah abhavena, yield two different meanings, i.e., Umadhava 
($iva) and Madhava (Visnu). This is sle$a (paronomasia), because both the 
meanings are presented as primaiy and not related as body and limb, or as 
contextual and non-contextual, and because they are not mutually connected. 
However, the two meanings emerge, in turn ( paryayatah ), in the process of 
reading, by the different break-up of the words. So here slesa becomes subor¬ 
dinate to this padabhedapathiti 

Pathiti by abhinaya is for example: ( Prakrta) 

The woman with this big breast, and with this big eye petals is in this 
state in this many days. (83) 

Here, from reciting ‘this big breast’ etc., with matching hand mimes, the 
proper meaning is understood. 

Apadesa (pointing out) is also an abhinaya type. As in: 

‘From here the demon has got his gloiy, from here he does not deserve 
destruction.’ (84) 

[The Creator] says this, pointing to Himself. 

Pathiti by kdnti is, for example: 

The enemy hordes of that king spotted that sanctuary, and weak from 
the lack of sleep and food, having partaken only of the waterfall, entered the 
forest (85) 

Here, in the word avalambanam and in the two words abalam vanam, the 
va and ba, i.e., the antastha (semi-vowel) and the letter belonging to the pa - 
class, in the second and fourth positions, being interchanged in a bright 
reading, a difference in meaning results. 

(1) Another Conception of Pathiti 

Again, some explain pathiti in other ways: 

57. When a given expression is changed in a word, quarter, half verse, 
or in the language employed, the reading which results is called pathiti 

There, the changing of a word is possible in two ways, in the prakrti 
(word base), and. in the vibhakti (termination). 
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Pathiti from changing prakrti is as in: 

Let the king of the Kuntalas, placing his responsibility in you, drink the 
wine-scented faces of his beloveds, which are as if bathed with the brilliance 
of their controlled laughter, and whose ear (ornament-)lotuses come to no¬ 
tice because of their closed eyes. (8G) 

Here, if in the place of tvayi (in you), mayi (in me) is read, this sentence 
conveying a request becomes a sentence granting permission. 

Pathiti from change of vibhakti : 

In the war, the son of Panda, with his own might, will soon kill Suyodhana 
(. Duryodhana ), along with his troop of servants, kinsmen, friends, sons and 
younger brothers. (87) 

Here, if in the place of pandusutah suyodhanam one reads pandusutam 
suyodhanah, then what is inauspicious will become auspicious for Suyodhana. 

Pathiti by changing a quarter verse is as in: 

Action can become godly only in isolation, in uninhabited places, at 
night, inside the house, in bravery, and in safeguarding a deposit. (88) 

Here, if we replace the third quarter (i.e., ‘and in safeguarding a de¬ 
posit’) with if a slim maid is there’, this device for testing, becomes an aid for 
love. 


Pathiti by changing a half verse is as in: 

The moon’s splendour lasts only as long as that orb of incandescent 
brilliance (sun) has not arisen. Once that entire treasure of light has arisen, 
what is there to distinguish the moon from a white cloud patch? (89) 

Here, for the two middle quarters, if we substitute ‘only so long as 
those fair ladies do not laugh. Once those lotus-faced ones laugh openly 5 , 
this verse which conveys valour, will become an expression suitable for love. 

Pathiti by altering three quarters of a verse: 

Those who are armed with renunciation rise to heaven; those who lack 
the will to renounce, go to hell. Nothing is impossible for people who sacri¬ 
fice. Sacrifice alone destroys all evil. (90) 
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By retaining only the fourth quarter and changing (adding) the other 
three quarters, the reading will be as shall be shown. Then this expression in 
praise of sacrifice changes into a condemnation of sacrifice. 

‘Sacrifice destroys all evil.’ This is false, as I have learnt well in this 
world. With the sacrifice of that girl with the innocent eyes, have all my ills 
started. (91) 

Pathiti by altering the language: 

What is my father to me, whose feet are reverentially touched with their 
foreheads by kings; what again is my father-in-law who shares Indra’s throne 
in his assembly? For me only those lands, those hills and that wooded earth 
are dear, where I can worship and rejoice at the two feet of Kausalya’s son 
(Rama). (92,99) 

Here, if read in a different language, this utterance of Sitd in Sauraseni 
becomes a report by Sumantra in Samskrta to Dasaratha (quoting Sitd Swords). 

This is ‘pathiti of this (different) type. 


13. Yamakam of Six Types 

58. The repetition of a group of syllables, sharing different meanings 
in a single shape, without gap <avyapeta> or with gap <vyapeta>, is called yamakam. 

59. Both avyapeta and vyapeta yamakams have varieties on the basis of 
sthana (regular place in a pada = quarter) and asthana (irregular place) differ¬ 
ences and the (number of) padas involved. 


(1) Sthana-yamakam 

60. The verse quarter has beginning <adi>, middle <madhya> and end 
<anta>. That (repetition) whose place is fixed in these <tesu>, whether avyapeta 
or otherwise (vyapeta), is called sthdnayamakam. 
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61 . Yamakam occurs optionally in four, three, two or one quarter of the 
verse. It can be placed in the beginning, middle, end, middle and end, middle 
and beginning, beginning and end or in all three parts <mrvatah>. 

62. Their varieties in turn giving rise to sub-varieties, are innumerable. 
And some are easy and some difficult. Only a few will be demonstrated. 


(a) Avyapeta-sthana-yamakam 

Among the yamakams occurring in all four lines of the verse, the avyapeta- 
adi-yamakam is as in: 

\Krma saw the Raivataka mountain] full of flitting bees enslaved by its 
rows of lotuses, with its stretches of trees stealing the heat away, and, undis¬ 
turbed by the demons, sheltering the gods’ women who had beautiful long 
tresses. (94) 

The same, of the madhya-yamakam variety is, for example: 

[Himalaya] bearing many rapid rivers lined with beautiful (lit unmatched) 
banks with many fords, which have been devastated by mining for gems and 
by elephants, carrying abundant, sacred waters which fulfil manifold wishes, 
and blooming with stretches of lotuses... (95) 

The same, of the anta-yamakam variety is as follows: 

[That Himalaya ] whose streams have their water slowly muddied by the 
heavy girdled hips of the women of the gods Ibathing in them], and which 
sprawls, surrounded by breeds of snakes which shelter in the ramya plants, 
lata creepers and bakula trees. (96) 

Adi-madhya-yamakam is as follows: 

He who was dark and luminous like the clouds, who was respected by 
the world, who was dear to the gods as well as the demons - his city became 
a great city on earth, with houses of the size of mountains, for anyone who 
needed a house. ( 97 ) 
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Adi-anta-yamakam is as follows: 

In the grip of fire, the city vanished quickly, crashing to the ground in a 
blazing heap. The city which could not be destroyed by enemies or by the 
gods, was levelled down, gateways and all. (98) 

Madhya-anta-yamakam is as follows: 

Dear one! With the advent ofyouth, your hips are now heavy; maturing, 
your body has grown slender and your breasts full; your eyes are like cartfuls 
of flowers. O mine of all the beauty of heaven and earth! Do turn your face 
towards me. (99) 

Adi-madhya-anta-yamakam is as follows: 

Sir! Before you, is the ocean not lowly? The vast expanse which stays 
within its bounds, glinting with the wavering lines traced by the snakes writh¬ 
ing; which captures the heart with the garland of tamala trees flocked by 
hdrlta birds lining its shore; which is gloried as the benign protector of gods 
as well as demons; which is the lord of the rivers, laden with pearls and other 
pure gems, rising gracefully in billows to the moon? (100) 

Among the yamakams occurring in three quarters, the avyapeta-adi- 
yamakam is as follows: 

As the intoxicated swans land in the water of the lake, this white swan 
is turning [the love-lorn] me into a prey for Death, by her cursed (love) call. 

( 101 ) 

This ( yamakam in three quarters) is not widely used. So the remaining 
varieties are not illustrated. 

Among the yamakams occurring in two quarters, the avyapeta-adi-yamakam 
is as follows: 

The mango blossoms are taking my mind to the height of longing, and 
so is this sweet, muted call of the intoxicated cuckoo. (102) 

The same, as madhya-yamakam, is as follows: 

The collyrium-black lustre of the bees sitting on the bunches of (white) 
kurabaka blossoms, its quality set off by that excellent seat, was reaching 
comparison with the pupils gleaming in the beautiful eyes of Krona’s women. 

(103) 
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Anta-yamakam is as follows: 

Their hopes (of victoiy) shattered, as they (diva’s ganas) lied (from the 
battle), pity entered him ( Arjuna ), who carried the best of the monkeys 
{Hanumdri) on his banner. (104) 

Similarly adi-madhya and other varieties should be examined. 

Of the yamakam in one quarter, the avyapeta adi and anta varieties are 
not prominent, and so are not illustrated. Madhya-yamakam is prominent in 
the fourth quarter only. 

For example: 

Ruffling the locks of the deer-eyed women, drying the perspiration on 
their brows, causing widening circles of ripples in the ponds, blowing open 
the lotuses, the wind set in. (105) 

Similarly, avyapeta-yamakam involving many repetitions can be illustrated. 
For instance: 

The sky is bare of rain clouds and clear; the rows of white clouds are 
merely rumbling; the lakes and ponds are full of sdrasa birds making pleas¬ 
ant sounds; the reservoirs are sparkling; and the nights hold dimmed stars, 

( 106 ) 

Yamakam is there when the repetition is identical also. Adi-yamakam of 
this sort is as follows: 

I go to my death with this reposeless night, stretching over three watches, 
for she whom I rushed into desire, that girl must be tormented by this night 
with life-wresting pain. (107) 

The same, as madhya-yamakam: 

With your senses under your control, you are ever stable; you never 
slip from your discipline. Your freedom from illusion, never being lost, has 
led to all this happiness. (108) 

The same, as anta-yamakam, is as follows: 

Lord! People like you know not the taste of bowing. Certainly, opposed 
are bowing and lordship (to each other). Those who are lowly, only they walk 
with bent heads. Not for you, then, that delight of lowliness. (109) 
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As all the above (examples) have uninterrupted repetitions, this is 
avyapeta-yamakam. 


(b) Vyapeta-sthdna-yamakam 

Now for vyapeta-ddi-yamakam in all four quarters: 

The wind blowing towards the royal highways of Kdnci, from the river 
winding by, full of water, removes somewhat the fatigue from the exertion of 
amour, which has made the women shake off ornamen ts such as their girdles. 

(1 10 ) 


The same, as madhya-yamakam, is as follows: 

This fire in the form of the mango grove, leaping with flames in young 
sprouts, glowing red like hiina countenances in the intoxication of wine, 
cruelly kindling Love, with the fierceness of fresh youth, has sealed the direc¬ 
tions along with my heart. (Ill) 


Anta-yamakam is as follows: 

You who never swerve from good conduct! These glittering ornaments 
must be worn by that girl who is dear to you, who becomes intoxicated with 
the pleasure of dalliance. I have no use for their dazzle. (112) 


Adi-madhya-yamakam is as in: 

The great tree dweller [ Hanuman ] who had succeeded in leaping over 
the lofty mountain ranges, sighted the world-adored daughter of Janaka \Stta\ 
- whose eyes had the gleam of lotuses - remaining in the arbour, stretched on 
the ground under a tree. (113) 


Adi-anta-yamakam is as follows: 

Here [in the Raivataka mountain], in this £< 2 ffcm£a-scented air, the birds 
warble, every moment in another beat Whirling the clouds around and swaying 
the new kadamba <nipa> groves, this wind approaches. (114) 
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Madhya-anta-yamakam is as follows: 

‘O revered one! Having learnt of your tribulations, having seen all the 
splendour of the demon ( Ravana ), I will go directly to the best of the Raghus 
(Rama) at the Malyavan mountain, that is steadfasdy sheltering him.’ Full of 
joy, Hanumdn spoke these gentle, brief words to her (Sita). (115) 

Adi-madhya-anta-yamakam is as in: 

Seating that woman of unfading youth, who was limp with intoxication 
and happy, on the asvamedha horse <yayu>, glorious like Indra, he rode with his 
whole army to that city of high gateways. (116) 

Of the yamakam occurring in three quarters, the vyapeta-adi-yamakam is 

as in: 

(O king!) The elephants of your foes, killed with your death-dealing 
hands on the battlefield, streaming blood, are glowing like the clouds of 
dusk. (117) 

This too is not widely used, so the remaining varieties are not illus¬ 
trated. 

Of the yamakams occurring in two lines of verse, the vyapeta-adi-yamakam 
is as in: 

Women with well-endowed hips, who are adorned with exquisite gems, 
rolling their eyes in intoxication, can steep their lovers in (lit. unite their 
lovers with) delight. (118) 

The madhya-yamakam is not veiy prominent So it is left out 

Anta-yamakam is as follows: 

Here [on the Raivataka mountain], the happy young elephants are now 
and again sending forth dear frightening roars in all directions. The herds of 
does are flashing about in every wood, and so also are the rays from the 
earth laden with gold and gems. (119) 

Here ( vyapeta ) yamakam in one quarter in its correct form is not pos¬ 
sible. So in its place, this yamakam occurring in two quarters is illustrated. 

The adi-yamakam is as in: 

The spring, with the sweet fragrance from the mango blossoms alone, 
will make the anger of the deer-eyed ones remain only in report (120) 
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Here too, as madhya-yamakam is not used much, it is left out. 

Anta-yamakam is as in: 

He whose voice, they say, echoes the deep rumble of the rain cloud, 
may he {Siva) give his blessings for your unhindered progress. (121) 

In this manner, yamakam with several repetitions is as in: 

iln Lanka ] laughter full of delight has ceased; gay gestures charming 
with love, have vanished; the women are no longer proud; their joys have 
been ruined. The city’s welfare has not been accomplished or striven for. 

( 122 ) 

[ Yamakam is there] when the same syllables are repeated, of these the 
adi-madhya-yamakam is as in: 

As she delights him, the essence of her existence, who has drawn her to 
his heart, herself at the height of ecstasy, her girdle bells tinkling in imitation 
of the sflrasa birds, she finds even elixir to be worthless. (123) 

Madhya-anta-yamakam is as in: 

She is killing me with her bright, playful smiles, soft speech, lovely 
glances, quick and heavy steps, and a flash of her heavy thigh - my life has 
ebbed away. (124) 

The yamakam occurring in the beginning and end and the one occur¬ 
ring in the beginning, middle and end, in this context, will fall into the 
category of ‘asthand yamakam and is not illustrated. The (other) varieties of 
yamakam occurring in the beginning, middle and end have already been illus¬ 
trated. 

In the repetition of the same group of letters more than once, the 
madhya-yamakam is as in: 

O king! Sung in the royal courts by brahmanas, with mouths untainted 
by the sura drink and resplendant with (the names of) gods, your shining 
virtues, accumulated in the loving hearts of your subjects, cannot but reach 
the gods. (125) 

All this vyapeta-yamakam brought about by intervals between the repeti¬ 
tions, is possible in adiyamakam. 
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(2) Asthdnaryamakam 

63. The yamakam which does not occur in the beginning, middle or 
end of the quarter, and is seen [at times] at the joints of the quarters, whether 
avyapeta or vyapeta, is known as asthana-yamakam 

64. It is usually composed by the experts in the quarter, in the whole 
verse, or at the joints of the quarters, either including or keeping out a kin¬ 
dred variety <svaabheda>, or another [yamakam ) .variety <anyabheda> , in sthula 
form (i.e., repetition of large chunks of syllables) or in suksma form (i.e., 
repetition of small groups of syllables). 

(a) Asthana-yamakam of the Avyapeta Type 

Now sthula-avyapeta-yamakam in the quarter is illustrated: 

O sweet young woman! This windy peak with beautiful trees is ringed 
by chirping flocks of birds. By this, O beautiful one with the glow of virtue! 
There seems to be the lustre of a string of celestial gems on this divine breast/ 
elevation. (126) 

Here, as the repetition of two large groups of syllables, (each) spreads 
across two quarters, the question of yamakam occurring in the beginning, 
middle or end does not arise. So this is asthana-yamakam of the sthula avyapeta 

kind. 


Sukyma-avyapeta-yamakam in the quarter is as in: 

Beautiful one of slender form, full of wisdom! See the ruru deer sitting 
placidly on that hill, excessively happy, just as this world was, at my victoiy 
over the great army of demons containing Sukra and Maya. (127) 

Here, as the repetition of eight small groups of syllables spreads over 
the quarter pairs, this is asthana-yamakam of the suksma-avyapeta kind. 

Yamakam of the sthula-avyapeta variety involving the whole verse is as in: 

Even the well loved, hill-born elephants were not tended. The move¬ 
ments of the birds were gone. Sporting and play ceased. The lovely women 
were joyless, struck by the afflictions of the heart. The valiant met their death 
not in battle, but by fate [in the burning Lanka.} (128) 

Here, the whole verse is occupied by the eight repetitions, so this is 
asthana-yamakam involving the whole verse, of the sthula-avyapeta v ariety. 
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Yamakam of the suksma-avyapeta type in the whole verse: 

‘[The living shore] hosts forests of various dhava trees. The sky above 
her is covered by all the different birds which (lock there wishing to find 
serpents; on her people bathe without bending down [as the waves rise high]; 
the ruru deer and rabbits gambol about on her; she overthrows our en¬ 
emies.’ Then she promotes my welfare, this breathing one (shore) who sounds 
from her soul, even without a mouth.’ (129) 

Here, the whole verse is filled by twentyeight repetitions of veiy small 
groups of syllables. Hence this asthdna-yamakam is of the suksma-avyapeta vari¬ 
ety, involving the whole sloka. 

In the pada-sandhi [yamakam ), the sthula type, keeping out another vari¬ 
ety, is as in: 

Even with her desire mounting with intoxication, that hapless girl clung 
to her anger over my offence. Although all her limbs were tormented by 
Love, she would not join her body [with mine]. That caused me immeasur¬ 
able pain. ( 1 30) 

Here, as the end [of one quarter] is joined with the beginning [of the 
next], this is avyapeta, The break at the joints of the quarters is not counted 
[and so vyapeta-yamakam is kept out]. Hence this asthdna-yamakam caused by 
sthula repetition, is called sandhi-sthula-avyapeta-yamakam. 

The suksma type, not keeping out another variety, is as in: 

[Praise of king-] Your greatness and compassion, attained without pen¬ 
ance, surpass those of sages who practise detachment from desire. In your 
mind nobility never recedes. You who are free from agitation, possess equa¬ 
nimity and no craving. (131) 

Here, without giving up the vyapeta repetition [within a quarter], avyapeta 
repetition occurs at the junction of the quarters. So this asthdna-yamakam, 
brought about by the suksma repetition, is called the sandhi-suksma-avyapeta- 
yamakam. 

In its own variety, when an earlier variety [of yamakam, i.e. adi, madhya, 
anta etc. sthana-yamakam ] is not kept out, sthula-yamakam is as in: 
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That forest which stretches beyond the Para river, and is dense with 
tamala trees and dark, is free from forest fire. This Sahya mountain takes after 
the Lokdloka (Cakravdla ) mountain, [for] its high peaks are bare of clouds. 

(132) 

Here, the even quarters (also having anta-yamakam\ stationed at the end 
of the odd quarters [also having adi-yamakam\, give rise to the adi-madhya-anta 
type of yamakam, in the adi and adyanta yamakam (since the last words of the 
odd quarter and the first words of the even quarter are identical]. Since the 
repetitions pdrapdrd and sahyah. sahyah are of the sthula type and have also 
earned the names adi and madhyaryamakam, this is called asthana-yamakam of 
the sthular avyapeta variety, which, within its own \asthdna} form, includes an 
earlier \sthdna] variety. 

The same, of the sukyma variety, where a svabheda and an anyabheda 
are kept out, is as in: 

That ( Himalaya ) full of heavenly damsels, with its beautiful slopes, pe¬ 
rennially covered by lilting streams, has been made its home by that ambro¬ 
sia of surpassing flavour, leaving the great hooded guardian [the serpent 
Vasukh and forsaking the plains (lit earth). (133) 

Here, between the end of one quarter and the beginning of another, 
the repetition is vyapeta and in the middle of a quarter it is avyapeta. But at 
the joints at the end of one quarter and the beginning of another, the same 
[vyapeta] is [considered] avyapeta, and so this yamakam remains in the same 
class [ avyapeta pada-sandhi J. Nor does it give up the madhyayamakam defined 
earlier, [i.e. the yamakam occurring in the middle of a quarter]. So this asthdnar 
yamakam. , with sukyma repetition, not letting another [ sthdna ] variety disturb its 
own [avyapeta-asthana] type, is called sukymar avyapeta. Both must be observed 
in metres of the same kind. 


(b) Asthdna-yamakam of the Vyapeta Type 
In the quarter, sthula-vyapeta variety of yamakam is illustrated thus: 

On its [the mountain’s] summit, which bore the sun with its intense 
heat, the lines of bees, however, sat in comfort, in the lotus seats, filling 
themselves with the nectar, and the lotuses bent, without being drunk. (134) 
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Here, two lengthy sthula repetitions covering the [second and fourth] 
quarters are separated by a single syllable, in order to avoid the avyapeta 
classification. So this yamakam does not fall under the adi, madhya and anta 
types. And this asthana-yamakam is said to be of the sthula-vyapetav ariety. 

In the quarter, the suksma-vyapeta variety of yamakam is illustrated thus: 

The elephants set out; their bells sounded a thousand times. From 
their trunks fine drops of water sprayed forth; and with that the dust settled 
down. (135) 

Here, in the beginning of the odd lines, karenu karenu is the repetition. 
In the even lines, it is renu renu. In itself it canno t come under madhya (yamakam); 
and as it stands in need of another, it cannot be adi-yamakam. So this is 
asthana-yamakam of the suksma-vyapeta type. 

Over the s'loka, the sthula-vyapeta type is as in: 

Goddess Jayantil Those who worship your form always, are victorious. 
For they discard desire for any glory apart from, lesser than. Bhava, and reject 
the path of the world. (136) 

Here, the four large, interrupted repetitions cover the entire verse and 
are not specifically in the beginning, middle or end. So this is asthana-yamakam 
of the sthula-vyapeta variety. 

Over the s'loka the suksma-vyapeta type is as in: 

[Messenger to king :] (Your) army which is full of men of spirit, march¬ 
ing far and wide, with a fearless look, removing the sufferings of the land, 
tireless under the command of its chief, reaching the enemy horde, destroyed 
it, and sends you these tidings. (137) 

Here, in ydmdyama etc., there is vyapeta-yamakam involving adi and anta, 
and in nlta nlta etc. there is avyapeta-madhya-yamakarm Yet, as the words go 
forward and backward like ‘the jumping of the frog* and there is caesura (in 
yamdnita nltdyama, for instance, between one nlta and the other), this [ sthana - 
yamakam\ is not there. Instead, the whole verse appears to be covered by 
pairs of small syllable-groups. As the yamakam does not occur in the begin¬ 
ning or middle or end, this asthana-yamakam, because of the suksma repetition, 
is called suksma-vyapeta-yamakam. 

At the padasandhi, sthula-vyapeta-yamakam is as in: 
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Deep red, like the lip dyed by betel, of a fair woman of the Makdrayfra 
land, the pdtala bud was kissed, one by one, by the bees. (138) 

Here too, as before, an interval being caused by yati, the first and sec¬ 
ond halves cannot be joined together. So in the repetition pdtala pdtala, 
avyapeta-yamakam is not there. Nor can it be identified at the beginning or 
end of the two quarters, but is at the beginning of one and the end of an¬ 
other. So this asthana-yamakam, because of the sthula repetition, is called 
sthula-vyapetaryamakanu Nor should it be said that this same rule should be 
applied to the kand-yamakam in the verse upodharaga etc. [ex.130]; there the 
definition itself is such [ignoring the pause at the padasandh z). 

In kand-yamakam itself, of the avyapeta-asthana variety, sukyma-vyapeta- 
yamakam is as in: 

The arms of the Lords of the earth that possess the form of [the Snake- 
lord] who sustains the earth, that are endowed with no mean prowess, that 
have at a stroke killed the enemy, that are brimming with energy and that 
bear the yoke of dignity-and-pride, undertake the protection of the land in 
due succession. (139) 

Here, in the last line, in dhurd dhurd, there is suksma-vyapeta-yamakam 

In svabheda [asthdna ?] and anyabheda [sthana ?[, the sthula and sukyma 
types are as in: 

This mireless Lanka, bounded by a wall of gold possessing the splendour 
of lightning, fit to inflame the gods [with envyl, has her Trikufa mountain 
made delightful with the excitement of throngs of demons, its peaks free of 
evil. (140) 

Here, in its own variety, [illustrated] in salam salam, is included the sthula 
( yamakam ) suratapanlyam suratapanlyam. In the other class [illustrated) in 
rakyobharaksobha and lankakalahkd, the sukyma-vyapeta kuta kutd is there. So 
this asthana-yamakam is called sthula-sukyma-vyapeta. 

Repeating several times a small part [of words ?], also comes under the 
sthularsukyma class. For example: 

Her head intoxicated with the abundance of honey from the madhavi 
awakened into bloom by the spring, the bee’s mate buzzed constantly, with a 
low, sweet, heady sound. (141) 
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(3) Pada-yamakam 

65. The sthana and asthdna varieties of avyapeta and vyapeta {yamakam ) 
have been explained one by one. Now their pada variety is taken up. 


(a) Avyapetorpadaryamakam 

Among the avyapeta varieties, the repetition involving the first two quar¬ 
ters is illustrated thus: 

As he stood with bent head, I, the fool that I am, not giving up my pride 
and anger, possessing no compassion in my heart, failed to embrace the lord 
of my life, pressing both my breasts against his chest. (142) 

In the same, the repetition of the second in the third quarter, is as in: 

This ocean billowing up to the heavens before you deserves a glance 
from your beautiful regal self. For, from this arose the deer-eyed Laksrnl 

with the beauty of all the various arts. (143) 

The same, involving the third and fourth quarters, is as in: 

Heartless one! Why then does your burning love, fanned by }'our anger, 
totally reject fulfilment with him, with your red lotus eyes, when the time 
comes? (144) 


(b) Vyapetarpadaryamakam 

Among the vyapeta varieties, (repetition involving) the first and third 
quarters is as in: 

Rid of (the demon] Bala, the assembly of the gods, headed by Indra, is 
being invaded by your glory, spotless as the lotus. So now enjoy the riches of 
their glittering cities, sporting with their adorned women. (145) 

The same, involving the first and fourth quarters, is as in : 



234 




^T^TfcT ^ TT<^ ^BcT^ipRi rT^^T^RlfW II ( V*0 

^ w - 

■ETT f^TfcT chdcJcrdchlJjni- 
WIHHHHfoblFdHItf^T I 
^ chi^Ffl'eRi ctct- 

^rf?T «+|f^qir-qr || (V*s) 


(^)-^T: 

SfqfcqTH; ^5^7T: W3FT m\: i 

^RT^T^cf^ 'mmm ^ ■gpfa: II ^ II 


^J ^TT - 

iii^^iml^dcif^^i^i 

*fr? m fo*2HJi ( v*&) 

3T^cTt w - 

"ER f^FTf^MR^ ’ER 

WR ^FTtS^TRtoFq II ( W) 


^TriWrat w - 

4>dlfMHi wilw^ RRtSWFTHI^I 
^iPuril^^HMWHi WlftHT ^Rt5Wf^TII (^o) 


Hlfcl^ ^fcT <T^T II 





235 


The sweet talk (of women) and the (heavy) breasts bending their slen¬ 
der waists - whom would these not smite save yourself? Hence it is that in an 
enumeration of spodess beings, starting with you the ring-finger <andmikd> 
has nobody to count next <na yati adhi>. (146) 

Likewise, (repetition involving) the second and fourth quarters is as in: 

...which [Raivataka mountain] bears (bees,) the abodes of blackness, 
sounding like the sweet strumming of lute <vallaki> strings. Which wilful, 
unbending woman is not made to yield to her lover by that row of bees, 
singing praises/nearby? (147) 


(4) Samudga 

66. Repetition of a verse half is called samudga. Learned ones accept 
three types of that, viz. vyapeta (with breaks), avyapeta (without breaks) and 
ubhaydtma (both). 

Of them, vyapeta is as in: 

O angiy woman! Cast your glance on this stately Trikuta mountain, 
walled by clouds hovering around its ranges, flocked by birds of fearless 
wing, lined by sala trees bearing the showers of ichor from wandering 
elephants. (148) 

Avyapeta is as in: 

The powerful arrow of (tfiva,) the three-eyed One, beyond the range of 
two (mortal) eyes, broke the dense volley of Arjuna’s arrows, and shot through 
(lit went into) the thick trunks of the vidari, arjuna, bdna and puga trees. (149) 

Vyapeta vyapeta (ubhaydtma ) is as in: 

As the clouds remain merely rumbling, the flights of swans are arriving 
gracefully. As the rain clouds have been driven away by the winds, the 
peacock flocks are departing with wails, (150) 

The repetition of three quarters is not very beautiful. So its varieties are 
not illustrated. 
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67. When all the four quarters are of the same form, it is called 
mahayamakam. The ‘repetition over the verse’ also comes under this. The first 
phrase <adyam> gets repeated in that 

There, under the avyapeta class, the first mahayamakam is as in: 

The unique, illustrious assembly of men, equalling each other in bril¬ 
liance, honour, conquest, and smiles, with love and hate banished, then 
departed to [scale?] the next mountain, with the dust of victory, having 
vanquished the foe. (151) 

In the vyapeta class, the second mahayamakam is as in: 

(Look at the ocean), limpid, haven of the small, innocent birds van¬ 
quished by the huge, arrogant ones strutting around in-the forests on its 
shore, its waves undulating with serpents, untouched by soil, the permanent 
refuge of the great whales, the resting place of Vi$nu <Acyuta>, its waters burnt 
up by the manifest ocean-fire. (Look at the ocean) adorned by mountains 
(like Mainaka ) which are as if elephants walking proudly in the intoxication 
of ichor, bearing salty water in clear, awesome waves, on which ati birds ever 
mingle, its majesty never receding, and in the forests on whose shore, the 
peacocks are promenading. (152) 

In the avyapeta type, the repetition of the first phrase is as in: 

O friend! Please unite me with that adorable woman, who has no equal, 
whose anger is competing with her pride, and who is suffering alike (as I am); 

(153) 


1 4. Skya of Six Types 

68. Through what appears to be one sentence, the expression of two 
meanings simultaneously, is called sleya (paronomasia), by the knowers of 
language. 

69. The slesa of words is of six types - two arising from prakrti (word 
base) and pratyaya (affix); two based on vibhakti (word termination) and vacana 
(number); and two coming from pada (name) and hhasa (language). 
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(1) Prakfti-&e$a 

Of them, sle$a based on prakrti is as in: 

O king! your valour spreads your fame and destroys that of your en¬ 
emies; your arm strikes terror in your enemies and slays the fear in your 
friends. (154) 

Here, this is s'leya based on prakrti because the prakrtis (word bases) of 
both nauti (extends) and nudati (destroys) reach the same form (nut) in kirtinut, 
and those of both karoti (creates) and krntati (cuts) reach the same form (krt) 
in bhayakrt, through the kvip pratyaya (affix). 

Lingarsle?a too is nothing but prakrtirsle$a. For example: 

Whom does not the woman with arched brows compel to look at her, 
with her eyes which have the gleam of the petals of the lily, with her frame 
which challenges the circle of the earth; with her feet which lower the beauty 
of coral; and with her face which has the beauty of coral fashioned into its 
lips. (155) 

Here, drg and vapuh, qualified by kuvalayadaladyuta, and similarly dsya 
and carana (anghri ) qualified by adharikrta-pravalasriya, exhibit incompatibility 
in gender, but the adjectives have taken the form applicable to both. Hence 
this is lihga-sle$a. 


(2) Pratyaya-sle$a 

Pratyayarsie$a is twofold - sodbheda (disclosing the prominent sense) and 
nirudbheda (not disclosing it). Of the two the first is as in: 

Her breasts, though without hara (necklace), were by nature harinau 
(with necklace/captivating). Whose wonder did they not arouse? (156) 

Here, the same form hdrinau results from both the affixes ini (joined to 
ham - necklace) and nini (joined to hr - captivate). And by vindpi harem 
(without necklace) etc. the sense of possession is distinguished (as the promi¬ 
nent sense). So it is pratyayarsle$a of the sodbheda kind. 

The second, i.e., nirudbheda, is illustrated thus: 


The scar covering your wound, which has become dark/doe(-shaped), 
looks like the spot on the moon. ( 157 ) 
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Here, the same form, harinibkuta, results from both cvi (joined to harina 
= dark) and flip (joined to harina - deer) affixes. There is no (other) word 
pointing to either sense (as the prominent one), so this is anudbheda ( nirudbheda ) 
pratyaya-s'lesa. 


(3) Vibhaktirsle$a 

Vibhakti-slesa is twofold - bhinna-jati (of different grammatical classes) 
and abhinna-jati (of the same grammatical class). 

Of the two, the first is as in: 

That birthless ($ivd) is victorious, who swallowed the poison, who wears 
the lord of the serpents ( Vasuki ) on his own neck, who burnt Madana, and 
who bears his wife on his own body. (158) 

Here, in yena visam nijamle (was swallowed), bhujagarajasca nijagale (on 
his neck) babhre, ahgajo dehe {was burnt), and jay a ca dehe (on his body) dadhre ,, 
both tin (verb) and sup (noun) endings, viz. atmanepada, in the past tense, third 
person, singular number, and seventh case, singular number, respectively, 
have the same form, but convey different meanings. So this is sup-tifi-vibhakti- 
s'lesa of the bhinna-jati variety. 

The second, i.e., vibhakti-slesa of abhinna-jati, is as in: 

O Lord! You are there even before the creator/you are the verb root. 
You are the cause of all that follows/You are the verb ending. There is noth¬ 
ing that happened outside you/there is no verb form apart from you. With 
whom can we equate you? (159) 

Here the noun form dhatuh can be interpreted as one noun ( dhatu ) with 
the first case ending or another noun ( dhatr ) with the sixth case ending; and 
different meanings are conveyed by it. So it is a sup-vibhakti-slesa of the abhinna- 
jati variety. 


(4) Vacanarslesa 

Vacana-slesa is twofold - sodbheda and nirudbheda. Of them sodbheda is as 
in: 

May the liberated souls, Nemi and the other jinas , rich in tranquility, the 
source of right conduct, whose passion and sloth have been conquered, grant 
us weal. (1(50) 
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Here, in applying the verb dadatam (singular and plural) to nemi and 
anye’pi which are in singular and plural number, respectively, the distinction 
has been kept between (them in the) singular and plural in the noun-related 
words prajyaprabhavah (singular), prabhavah (plural) etc.. Hence this is vacana- 
slesa of the sodbheda variety, 

Nirudbheda is as in: 

Her bracelet (and) the lines on her waist greatly enhanced the beauty 
of her arm and waist which were beautiful in their slenderness. (161) 

Here, in both the words - abhavan (abhavat - ‘was’, becoming abhavan in 
sandhi', abhavan = ‘were’) which is the verb, and valaya (y<z/ay< 2 /i=‘brace]et’; 
plural form of vail - ‘lines’) which is the noun, the singular and plural num¬ 
ber are fused without distinction (without any other words maintaining their 
distinctness). Hence this is vacana-slesa of the nirudbheda variety. 

(5) Pada-s'lesa 


Pada-s'lesa is as in: 

(O King!) Your arm is the arimeda and palasa, as well as the kalpa tree 
(fattened on enemies, devourer of their flesh/strength, and granter of the 
desires of friends). 

This chain of gardens is beautiful with the dumps of sdla trees like a 
maiden (with a head of curly locks). (162) 

Here, by the word pada is meant only a noun(-base) listed in a dictio¬ 
nary of names <abhidhdnamdld>, as the others, viz prakrti, pratyaya, vibhakti and 
vacana have already been enumerated separately. In the first half, the tree 
names arimeda and palas'a become fused with the meaning ‘your arm is fat¬ 
tened on enemies, eating their flesh/strength’. 

In the second half, with the sense ‘this string of gardens looks beautiful, 
being of this sort with the clump of sdla trees ( sdla-kanana }’, the compared 
sense ‘the girl of this sort - looking beautiful with her head of curly hair (sa- 
alaka-dnanif fuses. This is pada-s'lesa which is also called s'abda-s'lesa. 

Varna-slesa is pada-s'lesa again. That is as in: 
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O God! You are the nether world (the firm support); you are all the 
earthly regions put together (the bond of all hopes); you are the heavenly 
abode of the gods and the winds (the recipient of the breeze from all the 
fans). Even though one, you comprise all the three worlds. (163) 

Here, in tvameva paid alam, the V (of alam ) gets added to the previous 
word; in team ca amaramarudbhumih, the syllable cflgets merged with the next, 
word, yielding the words patalam and camara, respectively. This is again pada- 
s'lesa, also called varna-sle$a. 


( 6 ) Bha$drsle$a 

Bhasd-slesa is as in: 

O Umd\ Fix (my) ideal in Hara {£iva), your husband who consumed 
Kama (or who destroys the desire caused by attachment); who removes all 
doubt with his omniscience (or who dispels the delusion of the world); who 
has vanquished the enemy with Skanda’s attendants (or who is free from all 
enemies in the form of suffering); whose body fused with that of Hari who 
bore the woman’s form (or is strong like that of the deer-enemy, i.e., the 
lion). (164) 

Beautiful one! Let all that is best in this your frame which distils the 
beauty of Hari’s wife {Lak$mi), with the languidly arched brow line, and well 
proportioned parts, captivating the whole world, remove my longing. (164) 

A person wishing to go to the battlefield prayed thus, using the Sarnskrta and 
Prakrta language, both to Rudrani (diva’s consort) who was kept in his mind\ and to his 
own beloved who was standing before him. 

There, with reference to Rudrani - O Umal In Hara, i.e., Bhava (3iva), 
place high thought (my ideal). In what sort (of Sivaft In the one who de¬ 
stroyed the Desire-born. Desire-born? Kama. (The one who) burnt him down. 
In Him. By greatness, i.e., by his power; doubt, i.e., questioning; one who 
removes (that), in him; in him who removes with his all-encompassing-ness, 
all doubt It is said (lit heard) that in the proximity of Mahesvara (£iva), all 
knowledge is transcended. Therefore (things which) pain, torment i.e. pains; 
(such) enemies; in him who is away from or rid of them (enemies in the form 
of pain). Another reason is also cited for the vanquishing of enemies - the 
enemy of deer, i.e. the lion; in him whose body has its (lion’s) strength; in the 
partner selected, i.e. in the one who married you. Alternatively all these words 
can be treated as adjectives addressed to Umd herself. 
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With reference to the beloved - O Fair one! This your fine frame which 
distils the beauty of Hari’s wife, i.e. $ri (Laksmi), all that is best in this - eyes, 
visage, breast, hips - let it remove my longing, i.e. fulfill my desires. What sort 
of body? Endowed with languidly arched brow line; stealing, captivating the 
world; wearing pearl strings; finely chiselled, with slender waist etc.. 

Or for example: 

Worship Him ( Visnu ) who is beautiful, the destroyer of the weapons of 
adversaries, venerated by all, dark of form, blemishless, tranquil, limitless as 
well, resplendent as he displays the lotus-seated Brahma, (165) 

Lead me to Him {Visnu) - who imbues the rays of his wheel with his 
lustre, who entered measure in (the ten) births, who is the embodiment of 
saman, who is pardess, who bears Brahma, who seats Laksmi (in his heart), 
who is mounted on the king of birds ( Garuda ). (165) 

A certain man went to battle after saluting Madhava (Vi$nu) twice - inBhutabhdsa. 
(Paisacl) and Samskrta. (Indeed) who is content with glory? 

In Paisacl the meaning is: 

(Him) who wins hearts (with his beauty); the destroyer of the weapons 
of enemies; venerated by people; dark bodied; blemishless; tranquil, with 
still form; measureless, endless; ‘as well’ for conjunction; lotus-seated, Brahma ; 
displaying; resplendent, one who is beautiful (in the above manner); adore, 
worship. 

In Samskrta it is: 

Him, by whom the rays of his wheel are imbued with lustre; by the 
births, by the ten incarnations; measured, limited; one who sounds or sings 
the samans is the sama- body, him; one whose parts do not exist is pardess, 
him; having ka, i.e. Brahma ; am, VUnu; left, gone; astride the lord of the birds, 
Garuda; Him, the well-known One; seat of Kamald, united with srl {Lakymi); 
me; lead, take to. 


15. Anupr&sa of Six Types 

70. Repetition of syllables at not veiy great intervals - that ornament is 
designated as anuprdsa (alliteration) by the learned. 
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71. In srutis, vrttis , varnas, padas, in uttering a noun twice <namadviruktv , 
and in the expressions used by the people of the Lata country, this ( anuprasa ) 
shows itself in six different ways. 

(1) $ruti-anupr&sa of Three Kinds 

72. Most employed, amongst them, sruti-anuprasa is the lord of the 
anuprdsas. In union with it Vaidarbhl style is beautiful, assuming variegated 
forms. 

73. It is only for (his) great merit that the Goddess of Speech places 
(this reward) anuprasa in the well-tuned mind of a gifted poet 

That (s'ruti-anuprasa) is threefold - gramya, nagara and upanagara. Of them, 
gramya is fourfold - masrna, varnamasrna, varnotkata and varnanutkafa. 

Of them masrna is as in: 

When this king - to whom brahmanasare dear - attained the reign, then 
began the great celebration for right living in this world. (l (56) 

Here, as the syllables which are similar-sounding because of sharing 
the place of utterance - cerebral, palatal, dental, labial or guttural - are placed 
contiguously in the first and third lines, and with intervals in the second and 
fourth, as in a fabric or in a garland of flowers, the repetition is truly masrna 
(gentle/unobtrusive). So this srutkanuprasa is called masrna. 

Varnamasrna is as in: 

The first drops of water (from the rain) stood on ( ParvatVs ) eyelids for a 
moment; then dripped on her lips; spattered on her elevated breast; stumbled 
down the folds on her waist and at last reached her navel. (I (57) 

Here, as before, the repetition is masrna, based on the similarity of 
sound from the same place of utterance, with two dentals, two cerebrals, two 
labials, a five-some of dentals as pa and la are treated as one, one cerebral 
etc., placed in a sequence. 

But, as in a tapestry or a garland of various flowers, the variegated 
placing of syllables in kyanam paksmasu, taditadharah payodharah, valih skhalitak 
prapedire cirena, ndbhim prathamodabindavah etc., drawn from different places 
(of utterance), like yarn of different colours or flowers of different hues, is all 
masrna. So this sruti-anuprasa is called varna-masrna. 
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Varnotkata is as in: 

With unshakable determination, her eyes ever moving, she ( Parvati) 
gave up her pearls, wiped away the sandal-paste, and tied on the dawn-or¬ 
ange bark robe, its drape falling over the elevation of her breasts. (168) 

Here everything is as before. But there is an excess of similar syllables 
in the third quarter, viz. babandha baldrunababhruvalkalam. So this sruti-anuprdsa 
is named varnotkata. 

Varndnutkata is as in: 

From that moment, in her father’s home, the love-smitten girl {Parvati), 
with the dust of the sandal smeared over her forehead reaching her sidelocks. 
found no relief even on rocks of ice. (169) 

Here, a profusion of dental syllables could cause excessive softness, so 
in silatalesu, the (dental) syllable group is presented by only a couple of dental 
syllables. So this is sruti-anuprdsa named varndnutkata (with not too many 
similar syllables). All these four (types of sruti-anuprdsa ), being very well 
established, are called grdmya. 

That which, in contrast to grdmya, is not very well established, is ndgara. 

As has been said: 

Even in the distinction between syllables, the oneness that is perceived, and even 
in the presence of oneness, its being hidden, that is asserted to be the life of anuprdsa. 

There, ( anuprdsa ) with the perception of oneness in distinctness, due to 
the same place of utterance, is as in: 

May the foot of Hari, which overtakes with great speed, the sun in the 
sky, and which is awesome, having subjugated Bali destroy the multitude of 
your sins. (170) 

Here, ha and gha are distinct, though from the same place of enuncia¬ 
tion; but due to their oneness to perception, they share similarity of sound. 
This is ndgara anuprdsa, carrying the perception of singleness in difference,. 

In the same way, {anuprdsa), from different places of utterance, is as in: 

As the leaping Fish struck the water with the flips of Its rod-like tail-fin, 
the earth-garden (borne by the Fish) now bobbed up and now dipped down 
in the great ocean. (17 1) 
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Here, in ucchalanmatsyapucchagra, to the two ccha’s, tsya is similar in sound. 
Even though the place of utterance is not the same, and the syllables are 
thereby different, carrying the perception of oneness, this is a ndgara anuprdsa. 

Even when oneness is there, when it is hidden, in the syllables da, va 
and ya, it is as follows: 

O angry woman! Do not take the baby on to your lap and press it 
painfully against your breast. Whatever is to be said to that young man, do 
tell it in this friend’s ear. (172) 

Here, in spite of the oneness of da etc., due to the i$atspr$(ata (slight 
touch) etc. involved in their utterance, their difference (in place of u tterance) 
is apparent This is ndgara anuprdsa, formed by concealing the oneness present 

Similarly, ( anuprdsa hiding the oneness) of dha, va and la is as follows: 

New bride! Although your bosom is well endowed, you do not offer a 
close embrace. Your groom, holding your thrilling arm-creepers, is diffident. 

(173) 

Here dha etc. share oneness in ifatsprtfatd etc., but their difference is 
apparent This is ndgara anuprdsa, formed by concealing the oneness presenL 

Possessing both qualities (familiarity and uncommonness), there is the 
not very uncommon upandgara variety (of anuprdsa). As has been said: 

The anuprdsa in which the mutual similarity of sounds is arrived at, on the basis 
of rules such as ‘da and la are one’ - that anuprdsa is acclaimed. 

That with oneness of da and la is illustrated thus: 

I sing Him {Visnu) who reclines on the water, along the serpent Seja. in 
the proximity of the ocean fire, Him who leads men of valour. (174) 

This is the s'ruti-anuprdsa of the upandgara type. 

With oneness of na and na, it is as in: 

When their armies have been crushed by your weapons on the battle 
field, those of your foes who have escaped destruc tion, seek refuge in titese 
lonely forests. (175) 
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Here, in k$urinesu sainyesu and sunydranydni, the slightness of sound and 
oneness of the syllables, na and no, are apparent. So this is the upanagara type 
of sruti-anuprasa. 

With the oneness of ra and la, it is as follows: 

Where (on the peak of this Raivataka mountain), the horses of the Sun’s 
chariot, which had been tinged with another (red) hue by Garuda’s brother 
( Aruna ), once again attained their own brilliance from the dazzling splendour 
of the gems around them, which were dark green like the shoots of the bam¬ 
boos. (1 7 (>) 

Here, in kariranllaih, with the oneness of ra and la, due to their similar¬ 
ity of sound, the anuprasa in all the four quarters of the verse is maintained 
upto the end. So this is the upanagara type of s'rutir anuprasa. 

With the oneness of dental and palatal syllables, it is as in: 

We bow down to that pure Goddess, Speech, who is the clear stream of 
knowledge flowing in those who have gained knowledge of speech. May that 
embodiment of truth and bliss, whom seekers contemplate, rid of sorrow, 
grant us happy truths. (17 7 ) 

Here, as there is similarity in sound due to the oneness of the dentals 
and palatals, this is sruti-anuprasa of the upanagara variety. As anuprdsas, on the 
whole, are enjoyable only when separated by dissimilar syllables, here the 
labial, guttural and other syllables are included. 

74. As the moonlight beautifies the moon, and charm, the woman, this 
( sruti-)anuprdsa (euphony) succeeds in embellishing poetiy. 

75. The anuprasa of pada (words) and varna (syllables) that we see in 
poetic expression, that too, knit by this (euphony), develops an indescribable 
charm. 


(2) Vrtti-anuprdsa of Twelve Kinds 

76. The phonetic composition that pervades the whole work, in the 
repetition of syllables of the same varga (group, e.g. ka-varga, ca-varga ), is called 
vrtti 

77-78. By the learned it is accepted to be of twelve types, viz. Kdrndfi, 
Kauntali, Kauiiki, Kaunkani, Vanavasikd, Drdvidi, Mathuri, Mdtsi, Magadhl, 
Tdmraliptikd, Aundrl and Paunirl Now they will be defined and illustrated. 
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Of these, the vrtti full of anuprdsa of the ka group, called Kdrndti, is 
illustrated thus: 

O fair one! What is the use of sidelong glances and scratching the ear? 
Good woman! Say what this your servant must do. (178) 

Kauntali (vrtti) with ca-group anuprdsa is as in: 

O cakora-e yed one! The bees, beautiful like the mass of soot collecting 
at the fierce tongue of a burning flame, are gleaming on the campaka flowers. 

( 179 ) 

Kauhki (vrtti) with ta-group anuprdsa is as in: 

At that fierce lion with the mighty, curved paws which can smash their 
lofty temples, this herd of elephants does not even attempt a glance. (180) 

Kauhkani (vrtti) of the to-group anuprdsa is illustrated thus: 

The spring, wines, music-house, woman with intoxicating eyes, the moon, 
and garland of blue lotuses, certainly delight us. (181) 

Vdnavdsikd (vrtti) of the jt^group anuprdsa is illustrated thus: 

The wilful lady love, betel leaves, wine, open lotus, Madana's arrows, the 
fifth (note in music), and the fifth sound (of each letter varga, nasal) - (all 
these are appealing.) (182) 

Dravidi (vrtti) of the semi-vowel group anuprdsa is illustrated thus: 

The line ofj briydla, lavall, tala, tamala and ela trees, with the leafy hintdla, 
is looking beautiful like the bride who has adorned herself with a forehead- 
mark. (183) 

Mathuri (vrtti) of the sibilant-group anuprdsa is illustrated thus: 

She who is making Madana strong, who is dowsing the sparks of burn¬ 
ing separation, who is gazing with unblinking eyes - is indeed not a mortal. 

( 18 - 1 ) 

Matsi (vrtti) of anuprdsa involving two or three groups is as in: 

The wind of the Malaya mountain, resounding with the cries of the 
cuckoos, laden with drops of water from the clear, cool streams, is reaching 

(185) 
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Magadhi (vrtti ) in which one group of syllables is vidarbkita (planted with 
or softened?) with two other groups, is as in: 

May Nrsimha’s deep thundering roar, His long, awesome rumbling, de¬ 
stroy the heap of our sins. (18ft) 

Tdmraliptikd {vrtti), combining letters of a group with the end-letter of 
the same group (e.g. k-group with na), is illustrated thus: 

O vanquisher of Madana (in beauty)! Your women, wearing pretty, tin¬ 
kling anklets and beautiful, gold girdles, and marking their anus with brace¬ 
lets, are lovely. (187) 

Aundri (vrtti) which conjoins consonants of the same form is illustrated 

thus: 


Gaily rustling the leaves of the creepers, the Malaya wind which com¬ 
pletely captures men’s minds, dips into the rivers ornamented with ijjala 
trees. (188) 

Paundri (vrtti) which conjoins different consonants is illustrated thus: 

Vdruni (the Western quarter), covered by all the sun-rays surrounding 
the peak of the setting mountain, looks like a woman draping her ample 
bosom with a beautiful copper-hued cloth. ( 1 89) 

79. Those (poets) who do not wish to carry the employment of letters 
which are not harsh, or the prevention of looseness (of texture) too far, suc¬ 
ceed in properly fashioning vrtti-anuprasa. 

80. Varna-anuprasa occurs at some places, not at others; at some places 
it is and is not there. But this (vrtti) is all-pervasive, and is thus distinct. 

(a) Vftti-anuprdsa according to Others 

Others explain vrtti in a different way - 

81. For accomplishing compositions such as sphufa (clear), the pres¬ 
ence or absence of mutual connection between consonants, is here called 
vrtti 

82. The composition/texture that pervades the entire poetic work is 
called vrtti Delicateness, hardness and medium texture are its (distinguish¬ 
ing) qualities. 
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83. Gambhira, ojasvini, praudha, madhura, ni?thurd, slathd, kathord , komald, 
misrd, parusd, lalita and amita - 

84. {vrtti is) recognised by these poets to be of these twelve types. And 
only they know how these types are effected. 

Of them, gambhira {vrtti) is illustrated thus: ( Prdkfta ) 

Vibrating the sky and earth, pervading all the directions with lightning, 
the deep rumble of the drum is sounded by the bearer of rain. (190) 

This {vrtti) has been effected, for the most part, by combining the third 
and fourth letters of ta-group and ^c-group, as well as pa and pha, with 
themselves (direcdy), and through bindu {anusvdra). 

Ojasvini {vrtti) is illustrated thus: {Prdkrta) 

They reached the Sahya mountain - which bore clouds coloured by its 
mineral rocks drenched with sprays of water, and the intoxicating fragrance 
of crushed bakula flowers at cave-mouths which laughed with loud waterfalls, 

(191) 

This has been effected, for the most part, by combining and repeating 
cerebral letters with two or three letters of the first, fourth and fifth vargas 
(consonant groups). 

Praudha {vrtti) is as follows: 

Here, falling like brave men from high cliffs, on the heads of the great 
rocks, and shattering, the mighty waterfalls again leap into the sky and soothe 
the love tormented bodies of the celestial women. (192) 

This has been effected, for the most part, by the combination of cerebrals 
and semi-vowels, lengthening the earlier syllables. 

Madhura {vrtti) is illustrated thus: 

O angry one! This spring full of campaka flowers, blackened by bees 
buzzing with joy over the pollen, and adorned by the lotuses, is approaching 
you. (193) 

This has been effected, for the most part, by consonants preceding 
anusvdra. 
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Nitfhura (vrtti ) is illustrated thus: 

I sing the praise of that three-eyed God ($iva), who has the mountain- 
born ( Pdrvati) cleaving to his body, who, with the fire of his eyes, reduced 
Madana to ashes, who is the greatest of the gods, and whose feet are wor¬ 
shipped by rows of demons. (194) 

This has been effected, for the most part, by an abundance of conjunct 
consonants. 

Slatha (vrtti) is illustrated thus: 

The face of the girl with flitting eyes, with the forehead mark of yellow 
musk smudged by the tears of parting from the beloved, bears likeness to 
the moon which has lost its musk (deer-mark). (195) 

This has been effected, for the most part, by keeping the consonants 
apart, i.e., by not using conjunct consonants. 

Kathora (vrtti) is illustrated thus: 

In triumph, the alarka, shattering the fierce sunlight, made the hordes 
of elephants circle the battlefield, trumpeting in great, rumbling sounds. ( 196} 

This has been effected, for the most part, by conjoining gutturals with 
ra etc. 

Komatd is illustrated thus: 

(O King!) The divine young women, for the sake of a husband, are 
watching with longing that sword of yours, which is clanging in the fierce 
batde, slaying the war elephants. ( 1 97) 

This has been effected by deftly combining soft consonants like ra and 
na> without conjoining them. 

Misra (vrtti) is illustrated thus: 

The ocean is as if grinding froth-sandal with the edge of his waves; and 
the moon is as if carrying it with his rays and anointing the Quarter ladies. 

(198) 

This has been effected, for the most part, by hard labials, gutturals and 
cerebrals. 
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Paru?d (vrtti ) is illustrated thus: 

The welcome (lit honour-deserving) wind of autumn, making a resound¬ 
ing noise, causing the lotuses in the lakes to blossom, immediately removed 
the reproachful state of the earth. (199) 

This has been effected, for the most part, by the combination of sibi¬ 
lants and aspirates with semi-vowels. 

Lalita {vrtti) is as follows: 

Having confidently reposed the burden of his reign in the feces of 
Dravida women sporting charmingly arched brows, Madana sleeps in comfort. 
( 200 ) 


This has been effected, for the most part, by placing semi-vowels and 
other such letters between dentals, labials and palatals. 

Amitd {-vrtti) is illustrated thus: 

In the season which is beautiful with the buds of the bakula flowers, 
and which stirs the heart with the coos of sweet-throated cuckoos, Madana 
artfully makes even the moon serve as his weapon. (201) 

This is born of the alliteration of innumerable formations of ka and la. 

85. This twelve-fold vrtti (guiding anuprdsa ) accepted by some, does not 
appear to be different from the gunas (such as saukumdryam) or the vrttis 
(such as Kais'iki). 

86. Some varieties of this {vrtti) are difficult to distinguish from even 
srutiranuprdsa and varna-anuprdsa. Therefore they are not brought in here. 

(3) Varna-anuprdsa of Twelve Kinds 

87. Just as amrataka flower etc. are called the (repeated) varna of gar¬ 
land etc., the repetition of varna (letters) is called the varna-anuprdsa of poetry. 

88-89. It is described by the learned, as stabakavdn, sthdni, garbha, vivrta - 
samvrta, grhitamukta, kramavdn, viparyasta, sampufa, mithuna, venika, citra and 
vicitra, following each of these manners of syllable-repetition. 

Of those, stabakavdn results from placing alliterations at every few steps. 
It is illustrated thus: 







fgcffa: qfNfe 


267 


In the snowy mountain which he had made his abode, the violent pranks 
of his rumbling elephants was revealed, as they inhaled the ichor scent of 
the wild elephants, from the branches of the sarala trees which they had 
bruised by the wanton rubbing of their cheeks, swollen and Lhrobbing with 
arrogance, in a fit of itching. (202) 

Here, clusters of letters like guhjatam kunjaranam are arranged at par¬ 
ticular places. Hence this varna-anuprasa is called stabakavam 

The sthanl type, kept deliberately at a particular place, is illustrated 

thus: 

Maiden! This is not a string of clouds that is spreading high on the sky. 
Why do you, in vain, stain your face with the tears streaming from your eyes? 
This is really the line of smoke from the forest-fire, (piling) like the rocks on 
Vindhya ranges, battered by elephants in rut rubbing their temples against 
them, which has risen to the sky and is darkening all the directions. (203) 

Here, in the places provided by the three pans, first (second and third), 
of every quarter, repetitions such as ‘ bale maleyam ’ etc. are fixed. So this varna- 
anuprasa is called sthanL 

Garbha is that in which the repetition encloses another letter. For ex¬ 
ample: 

I bow down to Is ana (Siva) who is Time, marked by the necklace of 
skulls, the One without a second, the destroyer of Andhaka , the gran ter of 
boons, the chastiser of Madana, (204) 

Here, in kdlam kapdlamdla, ankamekam, vande varadamisanam s'dsanam etc., 
since p, v, m, r and k have been introduced, this varna-anuprasa is called 
garbha. 

Vivrta-samvrta caused by expansion and contraction at different places 
is illustrated thus: 

The malati garland cannot take crushing; new love does not bear wrong. 
(But) the kesara wreath, though wilting, does not wither; the queen’s love 
cannot be broken in any way. (205) 

Here, in the first quarter, there is expansion in malatiddma etc.; in the 
second quarter, because of the single repetition in premcL, there is contrac¬ 
tion; in the third quarter, there is expansion in mlandpi na mldyati ; in the 
fourth, in na there is contraction. So this varna-anuprasa is called vivrtasamvrta. 
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GrhUamukta is leaving and taking, as in a cakravala (circular movement). 
For example: 

On conquering Aparanta, he (the king) resided in regions adjacent to 
the sea, fringed by swaying lavanga and lavali creepers, covered by bowers full 
of the nests of cooing kapinjala birds, and glowing with rows on rows of golden 
campaka flowers. (206) 

Here, the cakravala order (leaving one consonant repetition and com¬ 
mencing another) is quite clear. This varna-anuprasa is called grhitamukta. 

Kramavan is that in which there is repetition, in the same order, of 
groups of two or three, or else, three or four consonants, not with the same 
vowels. For example: 

That bride with heavy hips was directed by the priest, who represented 
the Creator. The shy girl with eyes like those of the intoxicated cakora bird, 
poured the laja into the sacred fire. (207) 

Here, in gurvl gurund prayukta, vadhurvidhatr> cakdra cakora , lajjdvati 
lajavimokam, there is repetition, in the same order, of two or three conso¬ 
nants, attached to (not necessarily the same) vowels. This varna-anuprasa is 
called kramavan. 

Viparyaya resulting from reversing the order (of the letters in the repeti¬ 
tion) is as in: 

May the elephant-headed Vinayaka, in whom the sacred Om reclines, 
and who is the foremost of Siva's attendants, ready for war, protect you all. 

(208) 

Here, the reversal in order is evident. This varna-anuprasa is called 
v ip ary ay a. 

Samputam is the anuprasa, in the middle and end of the quarter, of a 
syllable along with the vowel end of the syllable preceding it. For example: 

The body is sure to perish; happiness in lovers is not certain; enjoy¬ 
ments cany great afflictions; lotus-eyed women are serpents; entering into 
family life is trouble; Sri (Wealth) too, who is naturally fickle, is wicked; self- 
willed Yama (Death) is a foe. Even then no good deed has been done. (209) 

This has been explained by the definition itself. This varna-anuprasa is 
called samputam. 
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Within a quarter, in the end (of a word) and the beginning (of the next), 
the repetition (of a letter) along with the vowel is mithunam. For example; 

O Madanal Give up your residence in this yearning heart. O Moon! 
Why do you shed your rays on this body? O Wind! Do avoid contact with 
these limbs of mine. All of you are friends only when the beloved is near. 

(210 ) 

This is clear from what has been said. This varna-anuprasa is called 
mithunam. 

Sustaining varna-anuprasa from the beginning to the end of the expres¬ 
sion is venika. For example: 

With the Rudra host fleeing, the sun beginning to shake, Indra’s thun¬ 
derbolt smashed, the moon turning anxious, the wind stilled, Kubera giving 
up opposition, Vi$nu’s weapon losing its edge, Mahi$a full of helpless anger 
on losing his virility, as she kills him without hindrance, may that Bhavdni 
who is full of mercy, remove all your ills. (211) 

This is not veiy difficult to perceive. This varna-anuprasa is called venika. 

Citra falls outside the types defined. For example: 

Upon his putting even Indra’s thunderbolt to sleep, when the evil de¬ 
mon has been effortlessly sent to eternal slumber, and the Goddess recovers 
her (serene) wrath-less nature, may the glances from her three eyes shedding 
three heaps of love (lit redness), like the oceans of blood which have gushed 
from the hollows carved by her destructive trident, protect you. (212) 

Similary other examples can be seen. 

Variegating the vrtti-anuprasa involving the repetition of one letter, with 
other letters, is vicitra. For example: 

The deer-eyed women who have stolen a little loveliness from the san¬ 
dal, the moon and the campaka blossoms, wearing knots of curly hair which 
have the charm of gaily flitting bees, are reviving (liL watering) my heart - as 
their gold girdles tinkle, and their drapes stand away as they whirl in rhythm, 
and their feet are all grace, keeping the steps of the dance. (2 13) 

Others define citra and vicitra in a different way. According to them citra 
is that which imitates the manner of yamakam That itself becomes vicitra 
when it has varna-anuprasa too. 
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Of the two, citra is illustrated thus: 

When the sun’s heat is intense, oppressing all the directions, scorching 
the creepers, constandy directing its rage on the deer, withering the trees, 
dulling the buzz of bees, brazenly warring with the vegetation, drying up the 
streams, making the dust burn, and causing flames in Lhe water, O traveller, 
how do you stay alive, wandering in this Jye$jha month? (2 14) 

Vicitra is as follows: 

In these rains which are hostile to the swans, as the peacocks are joyful, 
the frogs are croaking louder, the traveller’s breath is weak, lightning flashes 
all around, the moon has lost its lustre, and the clouds, black and dreadful 
like Death, have shrouded the sunlight, O friend! Do not leave this girl, 
whose tears of distress are flowing down her high, now drooping, breasts. 
( 215 ) 


90. That anuprdsa which was defined as ‘repetition of letters’ - that has 
here been divided into twelve types and demonstrated. 

(4) Padoranuprasa of Twelve Types 

91. That in which word is repeated either entirely or in parts, that is 
generally called pada-anuprdsa, because it is based on word. 

92. It is different from yamakarru because visarga, bindu, samyoga, svara 
and sthana are not meant to be repeated/kept and the repetition is not fixed 
<anirvahab. 

93. Masrna, dantura, slakjna, sampulam, samputavali, khinna, siabakavan, 
sthanl, mithunam, mithunavali, 

94. that named grhitamukta and then, one other, punaruktiman - consist¬ 
ing of these twelve varieties, it (padoranuprasa) is prescribed here (in poetry), 
by the learned. 

Of them, masrna (soft) is illustrated thus: 

In the war, as the tusk from his elephant head gleamed like lightning, 
he ( Ganesa ) curved his trunk into a ring, dreadful as a snake. (2 l b) 

Because this repetition involves letters which are not conjoined, this 
pada-anuprasa is called masrna. 
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Dantura (rough) is as follows: 

Having overthrown the enemy, he begot a son in the daughter of the 
lord of NaUadhas- a son whose strength was no less than that of Nisadha. the 
mountain, and who too was called by the name Nisadha. (2 17) 

Here, in the word nisiddhas'atru, there is roughness due to too much of 
conjunction (of consonants). Hence this pada-anuprasa is called dantura. 

Slaksna (smooth) is illustrated thus: 

Beloved! Vaidehi {Sitd)\ Come, give me an answer. Lotus-eyed one! In¬ 
deed, kindness is the ornament of women. (2 l S) 

Here, as the repetition includes the vowels, it has smoothness. This 
pada-anuprasa is called s'lak?na. 

Samputam (casket-like) is as follows: 

Madana seems to be full of arrogance; the mind of persons like me has 
become unsteady; the world is almost drained of essence. Have grace on me. 

(2 19 ) 

Here, as the word iva is excepted (from being considered as a separate 
word), it does not constitute an obstruction. Hence this anuprdsa is called 
samputam 

Samputavali (casket-row) is illustrated thus: 

What is this hunter doing, drawing the arrows? What the as'oka flower 
is doing, drawing the bees. (220) 

Here, karati karoti is one samputa; kim kirdta kihkirata is the second; 
samakrsya samakrsya is the third; s'ilimukhdn s'ilimukhdn is the fourth. So this 
pada-anuprasa is called samputavali (a row of samputams). 

Khinna (not sustained) is illustrated thus: 

[Lord!] For those who cause sorrow to their family and race, whose 
minds are dulled by seeking the pleasure of comforts, who crave for ephem¬ 
eral wealth on earth, be the agency for severing the bondage of birth, again 
and again. (22 1) 

Here the style (of repetition) begun has not been kept up, there is 
break. This pada-anuprasa is called khinna. 
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Stabakavan (clustered) is illustrated thus: 

Although the clan of poets, beginning with Bhasa, illumines the three 
worlds, which composers would not be slaves of Kalidasa ? (222) 

Like the varnaranuprasa (of the same name), this pada-anuprasa too has 
been clustered in particular places. So it is called stabakavan. 


Sthdni (placed) is illustrated thus: ( Prakrta ) 

Ever since that best creature, lotus-visaged and lovely-eyed, was seen, 
the moonlight is unbearably hot; sandal water is like poison; the pearl string 
is like salt on a wound; the Malaya breeze scorches the body, the lotus-bank 
is a row of arrows; and the body-creeper, drenched though with water, burns. 

(223) 


This padaranuprasa, contained .in fixed places, is called sthdni 

Mithunam (coupled) is illustrated thus: 

Ahead is the unfordable Pdrd (river); on its bank is a promenade and a 
beautiful city; beyond that flows the river Sindhic, then the sacred forest of 
the lord of the serpents; beyond that is the high mountain called Giri ; and 
facing that, Visald{Ujjain) city, with mansions full of graceful women, conquers 
(the heart). (224) 

Since, in every quarter, anuprdsa of a couple of padas is placed, this is 
mithunam, 

Mithunavall (continuous coupling) is illustrated thus: 

The sarabha was struck in the head; the boar in the flank, the elephant 
on the temple; the noisy ruru deer in the chest; the deer in the vitals; the 
loquacious peacock in the head; the monkey too in the heart; the roaring 
lion, the conquerer of the elephant, was struck down from afar. There is 
swiftness in the bow and extraordinary unerringness in the aim of this illus¬ 
trious (hunter). (225) 

This continuous repetition of pada couples, is called mithunavall 
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Grhltamukta (left and taken) is illustrated thus: 

The spring has arrived, laden with the fragrance of punndga, ndgakesara 
and kesara flowers, and swarming with bees who love the sweet honey. (226) 

This pada-anuprasa, having the cakravdla pattern, is called grhltamukta. 

Punaruktimdn (reasserting) is illustrated thus: ( Prakrta ) 

When he darkens his bow with incense, the entire sky becomes smoky; 
as the taut bow-string flashes, when the bow is held ready with his hands, die 
whole sky is lit; and when the bow-end tangs, the sky resounds, filling every 
direction with the echo. (227) 

Here, the words dhuma etc. are repeated. So this pada-anuprasa is called 
punaruktimdn. 

95. The repetition of letters becomes anuprasa, in padas as well as in 
padas , if there is nearness (between die occurrences), necessary for sustaining 
the impression of the previous occurrence. 

96. As far as the class of lata-anuprasa is seen to extend, pada-anuprasa 
too can be ramified. 


(5) Namadvirukti-anuprSsa of Six Kinds 

97. Repetition <sd = dvrtti>, in uttering the noun (or noun related word) 
twice <namadvirukti> , occurring svabhavatah (naturally), gaunyd (in secondary 
sense), for vipsd (referring to each instance), or from abhikynya (reiteration), in 
poetic expression <vdkye> , is called that (i.e. nama-dvirukti-)anuprasa. 

That which occurs svabhavatah (naturally) is illustrated thus: 

These clouds, heavy as elephants, making a kala kala sound (lit. doing 
kalakala), stirred into motion by the wind, at dawn, are making a gulu gulu 
noise (lit. gulugulu- ing). (228) 

Here, in kala kala etc., natural (onomatopoetic) repetition is shown. 

Gaunyd (in secondary 7 signification) it is used thus: 

Ambrosia is ambrosia; moon is moon; likewise lotus is lotus. So also, 
Rati is Rati, Madana is Madana, and honey too is honey. Things do not tolerate 
mutual mixing. Then how is it that this woman possesses the charm of all 
these? (229) 
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Here, in amrtam amrtametc. even in the absence of difference, bv attrib¬ 
uting a difference secondarily, the pairs are related as universal and particu¬ 
lar, one becoming the quality and the other the qualified. So this appears 
like repetition. 

Vipsa (applying to eveiy instance) is illustrated thus: 

In every mountain (lit in mountain, in mountain) emerald is not (found); 
pearl is not (seen) in eveiy elephant; scholars are not there in every country 
the sandal tree is not there in eveiy forest (280) 

This is the noun repetition in dravya-vlpsa (applying to all things of the 
same kind). Similaiy it can be seen in gunavipsd, jativipsa and kriydvipsd. 

(Repetition) of the words expressing quality, for making the attribution 
to a limited degree, is again a type of vipsa (repetition). For example: 

Taking in the blackness of the hot tears flowing from the eves of the 
angry women, rising a little slowly (lit, slowly slowly), the moon went to the 
sky as if a little frightened (lit, frightened frightened). (23 n 

Through abhiksnya (reiteration) it is as in: 

Embraced and embraced, the deer-eyed offered her face-lotus, and 
drinking and drinking, with eyes closed, I was fulfilled. (232) 

This affix namul{ in sksanu payam) is used for reiteration. Since it gives 
this sense only by doubling, the word is repeated. 

In using the verb twice for reiteration, repetition of repetition (is pos¬ 
sible). For example: 

The blue-throated God, holding the Pindka bow ($iva), triumphs (and) 
triumphs. The world-mother, Goddess Bhavanu triumphs (and) triumphs, live 
blessed one, too, their devotee, triumphs (and) triumphs. What fortune, be¬ 
yond this, is there to speak of, on earth? (233) 

By the use of the word ‘etc.’ (in listing the occasions for dvirukh), (com¬ 
bining with the word) nimula (meaning ‘down to the roof), and (expressing) 
sambhrama (excitement, agitation, flurry) etc., are also included. 

Of those, nimula etc. is illustrated thus: 

As the fever of love smoulders within, she is totally revealed (lit. scrap¬ 
ing herself down to the root). The pearl strings on her heart are bursting the 
burst of corn. (23-t ) 
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Because of sambhrama, (repetition) is as in: 

May the words ‘Bones bones, deer skin, deer skin, sacred ash sacred 
ash, moon moon, Gangd Ganga, serpent serpent!’ uttered excitedly by his 
attendants engaged in providing the items of his costume and ornament, 
when Siva desires to commence his dance, protect us. (235) 

Delight, panic, wonder, too, become occasions of sambhrama. Of these, 
delight-sambhrama is as in: 

Then the heavenly damsels, filled with curiosity, thronged that (city of) 
Amaravati, saying, Where is Arjuna? Where is Arjuna?' (23(>) 

Panic -sambhrama is as in: 

Take off the bodice, the bodice; fling away the necklace, the necklace; 
alas alas; the forest fire burns; remove the drape, the drape. (237) 

Here, the repetition due to the agitation of panic is not located in the 
verbs ‘take off, ‘cast away’, ‘bums’, ‘remove’. (Repetition is placed in die nouns 
naming the items of apparel that have to be discarded.) It is like this. As the 
enemies of the conquering king are driven to the forest, one woman is told 
this by another, in the Hurry of agitation over the forest fire. Panic goes first 
to the bodice, for that would be the most difficult to remove as the forest fire 
approaches; then, because of its closeness to that garment, to the necklace; 
and as the blaze of the forest fire has advanced, to the drape. 

Wonder -sambhrama is illustrated thus: 

What a shape! What a shape! What a face! Whal a face! What a waist! 
What a waist! - has this deer-eyed one! (238) 

In all these (expressions of) sambhrama, repetition is employed to bring 
the experience (to the reader). 

In the same way, utterance occurring thrice can also be seen. For ex¬ 
ample: 

‘Victory to you, victory to you, victory to you, Lord Bhoja ! The night is 
turning into dawn.’ ‘O learned one! Say, say, say something worth hearing. 
We are all attention.’ ‘Hear, hear, hear! Like you the sun is colouring the 
globe. No, no, no, the earth’s sun loses colour when at rest.’ (233) 
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98. The reiteration and repetition of a verb (not only noun), illustrated 
earlier under yukti ( alankara, ex. 58), would also fall under nama-(dvirukti-) 
driuprasa. 

99. In poetiy, the merging of alankaras is not a fault. The necklace 
adorns the bosom as well as the neck of deer-eyed women. 

(6) Ldfa-anuprasa of Six Kinds 

100. In poetiy, repetition of words, with the meaning remaining the 
same, in a different purport - that anuprasa is called Lafiya , by the learned. 

101. That, when avyavahita (unbroken or continuous), is vyasta 
(uncompounded), samasta (compounded), or uhhaya (both). The ubhaya can 
(again) be cakravdla (circular) or garbha (contained). 

102. That which is vyavahita - its number (of varieties), structured around 
pada, vrtti etc., cannot be determined by counting. 

Of these, amongst the varieties of avyavahita, vyasta is as in: {Prakrta) 

Surpassing the ocean’s fame by his own, its patience with his patience, 
its greatness by his own greatness, its stability with his own stability and its 
sound with his own sound, Rama speaks. (2*10) 

Here, with the indeclinables {api, apt) conveying the necessary sense, 
recourse is not had to obstructing particles like iva 

But even when present separately, iva etc. are not independent words. 
And if that be so, this example should fit in here (under la(anuprasa): 

Your face is like your face; your eyes are like your eyes: your bod}’ is 
like your body. Indeed, O Slender-waisted one! you are like you. (2-11) 

This is indeed so. But ‘amrtamamrtam candrascandra etc.’ (ex. 229) sec¬ 
ondarily brings in difference even in identity, and so is namadvirukti and this 
(verse) is similar to that ( namadvirukti) - that is the impression we get. |So this 
verse does not fall under latanuprasa ] 

Samasta is illustrated thus: 

Friend! Look at the as'oka, the crown of spring, which has pushed aside 
with the beauty of its new leaves, the new leaves of all other trees, and has 
vanquished all other flowers widi the beauty of its flowers. (242) 
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Here, as kisalaya kisalaya and sumanah sumanah, are compounded, as 
well as uninterrupted, this lata- anuprasa is avyavahita-samastoL The earlier one 
(ex.'240) is called avyavahita-vyasta 

Ubhaya is two-fold: in one, the first occurrence of the word is sarnasta 
(within a compound), and the next is vyasta (free); in the other, the first 
occurrence is vyasta and the next samasta 

Of the two, the first ( samasta-vyasta ) is as in: 

The visage of that doe-eyed woman, which defeats the faces of all the 
women of Lata, and which gives rise to love (lit. creates the flower-arrowed, 
Le. Madana) - in whom does it not cause turmoil? (2-4:1) 

This is explained by the definition itself. 

The second ( vyasta-samasta ) is as follows: 

The lotus pond, touched by the series of sunbeams, has blossomed, 
stealing the charm of beautiful women possessing bright, open faces. (2*44) 

The purpose of this type too has been stated by the definition itself, 

There is a second (interpretation of) vyasta-samasta, as the word can be 
vyasta in relation to its own other occurrence, but samasta in relation to other 
words. (The two occurrences of the word can be in two different compounds.) 
This was indicated by the second ubhaya (in karika 101,) 

That too is twofold, since alliteration can be placed at the end of each 
quarter and the beginning of the next, or like a foetus in (the middle of) 
each quarter. 

Of the two, the first in cakravalam (pattern), is illustrated thus: 

Victorious is the sun, the destroyer of the dark, dearest to the dark- 
blind {cakravdka birds), who has made the eastern direction his beloved, and 
is the forehead mark of the eastern direction. <2-47») 

Here, the words timira, vallabha and purvasd are uncompounded in rela¬ 
tion to (the other) timira etc.; and, in relation to the preceding or succeeding 
words {kjunna, andha etc.), each one of them is compounded; and they are 
placed in the end and beginning of the quarters. As all the defined features 
are seen here, this Idta-anuprdsa is called avyavahita, vyasta-samasta, cakravdla 
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Garbha, resulting from placing the anuprasa in the middle of the quar- 
ter, has also been explained under this (ubhaya variety). For example: 

May Sri (Laksmi ), holding the lotus and possessing lotus-eyes, be the 
one to grant you grace, as she stands decked with the marriage necklace, in 
the wedding hall, eager and trembling, beside Madhava ( Vi$nu), and has 
Madhava’s gaze fixed on her. (2-IP) 

Among the varieties of vyavahita, vyasta is illustrated thus: 

(My) Lord is resplendent with his fame, the sun is resplendent with his 
light (My) Master is unbearable to his enemies, and he (the sun) is unbear¬ 
able to darknesses. (2-IT) 

As this is not very difficult to comprehend, it is not being explained. 

This ekaguna (being repeated once), vyasta, lata-anuprasa is called 
vyavahita. 

The same vyasta variety, anekaguna (being repeated many times), is as in: 

I have something to speak; I have nothing to speak; or if I do speak, 
what shall I speak? Speak thus I shall. With masters like you (ruling), as your 
subjects do no wrong, punishment is not to be seen. Are they really there? 
Or are they not there? If they are there, who are they? Are such (subjects) 
there? Everyone being drawn to them (such lords as you) by their virtues, 
how (else) can humanity conduct itself? (24H) 

Here, vacmi and santi have been repeated many times. 

The samasta, ekaguna type is as in: 

O moon-faced one! It is Monday- O deer-eyed one! Deer-head is the 
star. It is the tenth day of the lunar fortnight, kind to guests. After one prahara 
(3 hours) comes the eleventh (fasting) day. (249) 

Objection - Here the word tithi is uncompounded. Not only is it 
uncompounded, it is also different in meaning (from tithi in atithip hence 
lata-anuprasa is not brought about. (Answer -) It does come about through 
some word repetition. It is known that neither lata-anuprasa nor narna-anuprasa 
differs (much) from pada-anuprasa. 

The samasta, anekaguna type is as in: 
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The rod of the universe-umbrella, the strong stalk of the lotus-resi¬ 
dence of Brahma, the mooring-post of the earth-vessel, die staff holding the 
silken banner of the flowing divine river, the axle rod for the wheel of stars, 
the pillar of the three-world mansion, the measuring-pole foot (of Vijnu), 
which took three great strides (covering the three worlds), the death-staff for 
the enemies of the gods - may that grant you eminence. (250) 

Here the word danda has been repeated many times. 

By these two the vyasta-samasta variety too is explained. For example: 

Possessor of splendour equal to that of the sun (lit the thousand rayed 
one), known in all the ten directions with fame, the father of the adversary 
(Rama) of the ten-headed ( Rdvana )- him the learned know by the name 
Basaratha (lit. ratha preceded by das a). (25 t) 

Here the word ‘ dos'd is repeated many times. 

Even in the avyavahita type, repetition occurring twice etc. is not barred. 
For example: 

IndrarYike (Lord)! The kas'a reeds bearing white flowers are veiling the 
rivers. Swan of the river of Fortune! The swans, newly stepping along their 
banks, are shining with the brightness of the kasa. Moon on earth! Emerging 
from the swan-white clouds, the moon is shedding its clear light. Death of 
foes! The autumn time, distinguished by the moon, has arrived, to accom¬ 
plish your victory. (252) 

In the vyavahita-avyavahita variety also (repetition several trimes) is seen. 
For example: 

By wealth the low-born are made noble-born; by wealth alone, people 
cross their sins; there is no greater friend than wealth in this world; so amass 
wealth, amass wealth. (253) 

The repetition of a halfverse too is a variety of vyavahita-avyavahita. For 
example: 

Lord! Those who have seen you wth their own eyes, what attachment 
can they have in desires? Those who have not seen you with their own eyes, 
what attachment, then, can they have in desires? (254) 

Here, considering the quarters, there is break, but considering the en¬ 
tire half verses, there is continuity. 
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The two-part repetition (i.e., single repetition of quarter ?) appeals only 
in the vyavahita form. For example: 

If faith and effort are there, what is the use of intelligence? If both are 
not there, what is the use of intelligence? (255) 

Repetition of the quarter is seen, both in avyavahita and vyavahita forms. 
Of the two, avyavahita is as in: 

O noble ones! Hear this and retain it in the heart I raise my arms and 
shout again and again. In this world there is no beauty comparable with fair- 
browed women. In this world there is no beauty comparable with fair-browed 
women. (256) 

Vyavahita is as in: 

Lakymi conquers with her face, beautiful as an open lotus, and with her 
right hand, beautiful with an open lotus. (257) 

The repetitions of iva etc. too can be seen here. For example: 

That beloved (Mdlati) is in my (. Madhava’s ) heart as if merged, as if 
mirrored, as if sketched, as if etched, as if implanted, as if stuck with a smear 
of glue, as if dug in, as if nailed down with the five arrows of Madana (lit. 
Mind-born), as if woven in with the warp and woof of thought sequences 
(about her). (258) 

103. As many varieties and sub-varieties as are described for yamakam, 
the lata-anuprdsa too possesses. 

104. Composition of poetry, even when devoid of upama (simile) etc., 
sparkles, if a trace of anuprasa is included. 

105. The fair woman, even without earrings and other ornaments, some¬ 
how looks beautiful, if anointed in all the limbs by vermilion. 

106. Among the Kuntala and Gauda poets, the sruti-anuprasa and the 
vama-anuprasa are used in one way. [Whole words are not involved in anuprasa] 
Among the Lata poets, the preferred anuprdsa, employing two words, involves 
two or three manners of repetition. 
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16. Citrarn of Six Kinds 

107. Here (in poetry), the restriction (artificially) governing letter (con¬ 
sonant), place of utterance, vowel, form, flow, and composition, is termed 
the sixfold citrarn, by the learned. 

(1) Vyanjanar citrarn 

Since the vowels have been mentioned separately, here, the word varna 
should be taken to mean consonants. In varnacitranu composing with four 
consonants is as in: 

Thereupon, Balabhadra, the victor of battles fought with warriors of valour 
and might, who put skilled and fierce fighters in trouble, who shone like the 
stars, who could defeat fearless elephants, climbed the chariot and raced 
towards him, ready for combat. (25!)) 

Composing with three consonants is as in: 

The God ( Narasimha ), the delighter of the gods, the punisher of Veda 
scorners, shook the heavens with his roar when he tore apart the demon 
Hiranyakasipu (lit delighter of the demons). (2(j()) 

Composing with two consonants is as in: 

The heavily loaded, terrible, fearless elephants resembling black clouds, 
who were weighing the earth down, and rumbling like huge drums, charged 
at their foe elephants. l2f> 1) 

Composing with a single consonant is as in: 

O you attendants with various faces! This is not a man of mean though t. 
This is a god beyond man, who destroys all evil from its root. It seems he has 
a master too. He is hit by missiles but does not seem to be hit. To torment 
a person who is already extremely tormented by pain is sinful. This man is 
free from that sin. yit>2) 

Composing with all the consonants in their order of enumeration is as 
in: 
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Who is he that collects the birds together, whose vigour does not 
destroy discrimination, the expert who can consume the foe’s power, the 
master restraining warriors as they move about in the battlefield, who is 
steady, and who, being fearless, filled these oceans? He indeed is Maya (the 
demons’ martial expert), who is capable of blessing (the army) to destroy the 
enemies. (263) 

Composing with consonants which indicate (the syllable groups mak¬ 
ing up a) metre is as in: 

The smile of Siva (lit enemy of Smara ), who keeps awake to instil fear in 
the advancing enemies of the gods, and all three eyes of whom are fixed on 
the face-lotus of Pdrvatl <Girijd> - may that smile be for the prosperity of his 
worshippers in this world. (26-4) 

Composing with consonants which indicate §adja etc. (notes in music, 
sa, ri, ga...) is as in: 

That matchless companion of Vi$nu (Lakjmi) who is endowed with (the 
nine) treasures, who is the abode of peace, who creates the splendour of the 
wealthy, who is worthy of worship, who is full of majesty, who protects the 
sinless, who is fluctuating in her favour like the course of a river, is the 
destroyer of my enemies. (265) 

Composing with consonants expressing drum sounds is as in: 

I bear the fierce Hara (Siva) in my heart - whose throat is darkened by 
venomous poison, who destroys sorrow, who caused the deadt of Madana (lit. 
Fish-bannered), who seized the head of the ruru deer, taking it for lightning. 

(266) 


( 2 ) Sth&narritram 

Among citram compositions with letters from four places of utterance, 
the one without gutturals is as in: 

You who have indicated your taste and mind, with your pure praises, 
please that Virinci (Brahma) whose power is great, whose love extends over 
all, whose form is immense and who pervades eveiything. (267) 

Citram without palatals is as in: 
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Many-coloured with the rainbow gleam of his gem-studded earrings, 
Meghanada dazzled in the war like the rainy season. (268) 

Citram without dentals is as in: 

May that Wheel-handed ( Vi$nu) who is the remover of sins, who is 
skilful in the actions of war, who has become one with £iva (lit Lord of 
Candi), who is being watched untiringly by Lakjmi, and who is worshipped by 
the chief gods, be my Liberator. (269) 

Citram with no labials is as in: 

O beautiful woman! Do turn your glance once to that star-studded sky, 
clear of clouds, which delights the eyes. (270) 

That without cerebrals is as in: 

The arrows of that king which flew like fire-flies, were struck by his 
arrows and fell at the border of the battlefield. (271) 

Among citram compositions with letters from three places of utterance, 
one without labials and dentals is as in: 

Victory be to Visnu, whose immense stride is as wide as die world, 
whose body glints blue and gold with the brilliance of his wheel, who is die 
destroyer of Hiranyaksa’s body, who travels on the king of birds ( Garuda ), and 
who is the resting place of Laksmi <Srl>. (272) 

That without labials and cerebrals is as in: 

O heavy-breasted one! Whom does not your face kill - bright as the 
moon, with long braids of bee-dark curls, and eyes possessing die beauty of 
lotuses? (273) 

Among two-place citrams, composition with dental-guttural letters is as 
in: 

Sir! Ever blameless! Ever happy! (Delight ing) in the company of a beau¬ 
tiful woman! That noble lady, overcome by Love, is suffering many kinds ol 
pain. (So have pity on her.) (27 A) 

Among one-place citrams , composition with gutturals is as in: 
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May you go to heaven - you who drown your crow-mean sins by plung¬ 
ing into the lap of the winding Gangd, whose symbol is the Garuda moving in 
the sky with faultless parts, and whose departure is wished well by the flight¬ 
less kanka birds living on the Mem mountain. (275) 

(3) Svara-citram 

Among citram compositions with vowels, the type using one short vowel 
alone is as in: 

(For victoiy in) wars they (the gods) appealed to the celestial teacher of 
great learning, and pleased him in many ways. For, in times of joy they in¬ 
dulged themselves and thrived, losing their senses time and again. (276) 

With one long vowel it is as in: 

(May I become) properly and fully blessed with the renowned forbear¬ 
ance and the varied endowments of Brahma, VUnu, Siva, Indra, Madana, die 
Earth, Buddha, the siddhas, the Sun, Kubera and other gods. (277) 

With two short vowels it is as in: 

O Three-eyed (Siva)l You who know the way to protect, control and 
destroy the earth, who has fully acquired (lit. lapped up) the (nine) treasures 
and the (eight) perfections, who made Dak$a bend down, who vanquished 
Madana - remember me too. (278) 

With two long vowels it is as in: 

Wealth and enlightenment, modesty and fame, intellect and wisdom, 
knowledge and contentment, which grow in pairs in you, are not to be found 
in the lord of the gods. (279) 

Among citrams with three vowels, the one with three short vowels is as 
in: 


The Kuru descendants (i.e. the Panclavas) possessing noble aims, whose 
one attachment was to their vow to conquer, protect and rule the earth (lost), 
surrounded the vast enemy clan in the war and shook it down. (280) 

In citram with four vowels, the one with long vowels is as in: 

The final wisdom of Vedas states that music is calamity, love is fear, 
enjoyment is disease, and happiness is illusion. Desire should be fixed in 
areas of (ultimate) welfare, which are worthy of contemplation. (281) 
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That with vowel attached to every consonant is as in: 

Let our body be inflamed with the fire which contemns seekers of 
things which should be thrown away. When the wife is pouring nectar, not 
delaying (going to war) is the good which is dearest to the man of character. 
(282) 


The same without joined (/with simple, short) vowels is as in: 

O Sun! Engulfer of Fire! Fa ther of Hayavallabhal Leader of the company 
of planets! Remover of night! Sanctioner of festivals! Triumph! (283) 

(4) Ak&TQrcitram 

Among dkdracitrams (citrams arranged in visual patterns) the atfadala 
(eight petalled lotus) variety is as in: 

She (the goddess (of learning) who is the abode of purity, who is praised 
by the goddess of wealth - the aspiring mind must pray to her for the cessa¬ 
tion of delusion that will destroy all suffering. (284) 

Here: 

108 . In the eight petalled lotus, one letter should be placed in the 
inner whorl, two each in all the main directions and in all the sub-directions; 
entry and exit should be allowed in only the main directions. 

The second eight-petal form is as follows: 

Wide wanderer! Granter of boons! Scatterer of goods! Fevered with the 
[Kdlakuta] poison! Stepping and quivering (in dance)! White formed! Full of 
power! Dark-throated one (Siva)l Blaze. (283) 

1 09 . The letter in the inner whorl comes eight times, and after that, the 
eight letters on the petals. Eight letters are in the intersections of those 
(petals) in this lotus of eight petals. 

The third eight-petalled one is as in: 

Lord, bender of desire, sanctum of vows, curbing the rise of all foes! 
With the new moon in the mood (of devotion), shall I not salute you? Indeed 
I salute you with this prayer. (286) 
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Here - 

110. The intelligent person, in this eight-petalled lotus, should first 
start with the inner whorl, then go to the petal and from there to the tip of 
the petal; and again return via the petal to the inner whorl; this pattern 
should be followed for every petal. 

Similarly one can see four-petalled and sixteen-pelalled compositions 

also. 


Of the two, the four-petalled one is as in: 

Admirer of pluck! Having drunk wine, with a happy heart, weighed down 
by her heavy bosom, full of sparkle, with a smile, in bright attire, she (your 
beloved) is approaching you. (287) 

111. From the inner whorl, the string of letters should be read up¬ 
wards, then around the shape of the petal down to the inner whorl, (and then 
again upwards to the next petal) in this four-petalled lotus. 

The sixteen-petalled one is as in: 

O Siva, lover of glory, worthy of worship, crusher of the mindless, bearer 
of the slight moon, destroyer of desire, terrible in might, with equal compas¬ 
sion for all! Salutations to you. (288) 

112. Following the gomutrika pattern, each letter should be related to 
the ma. Ma being placed at the centre, this is the sixteen-petalled lotus. 

The eight-petalled one, in which the name of the poet is inscribed, is as 
in: 


Let that (goddess) Radha, the Speech which is illusion, be my protector 
- she who gives us faulty kingdoms, who gives us the emotion of valour that 
grants a unique type of mobility, who, by establishing worldly contacts, does 
harm to us, who is like a full moon, who has the serpent Si$a clinging to her 
body, for whom the wisdom-eye alone is the soul, who herself considers 
Madana fit to be worshipped, who is attractive, who can destroy stability, who 
is the creative power of Siva who binds the moon in his ma tted hair who is 
verily the edge of the sword for those demons who destroy the givers of 
happiness, and who exhibits her ‘snake knowledge’ even to those self-con¬ 
trolled ones who cut off their possessiveness towards even Siva . (289) 
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113. Taking half of every quarter, the letters are placed in each of the 
eight petals, the inner whorl untouched, (touched in every other turn); and 
by the letters on the tips of the petals, the name of the poet gets inscribed in 
this lotus. 

There the inscription is - rajasekkarakamala. By this the cakra formation 
too has been explained. 

Cakra is as follows: 

In the battle-front, ( Krsna ), the exalted, pure destroyer of sins, of auspi¬ 
cious form, his lofty chest marked with the srlvatsa , relying on his prowess 
and the pride kindled by the excitement of war, having completely given up 
fear, producing the roar of a lion with great delight, a hunter to the enemy 
deer, releasing a volley of arrows all at once, covered that sky compietelv. 

(290) 

114. Here three quarters (each halved) have to be written further and 
further from the centre to make the six axles (of the wheel). The fourth has 
to go all around the rim. This is the rule for the formation of cakra with the 
name inscribed in iL 

Here the inscription is maghakavyamidam sisupalavadhah (This is Mdgha’s 
poem Sisupalavadha). 

Similarly the one with four inscriptions is as in: 

O Sival Awesome with the skulls of gods strung around you, firm with 
ills conquered, accompanied by the strongjoyful bull, concerned about those 
in your care, beautiful, charming with the grace of Parvati (who shares your 
body), at a lofty height! In (my) speech truly spread purity; subdue passion 
that conflicts with righteousness; make it truthful, free of Fate and the gods, 
not bent by sorrow, and full of goodness. (291) 

Here the inscription is subhrataravdcd baddhaciticakram rajagurunedam 
sadaramavadi (In pure words, in the wheel formation, by the king’s preceptor, 
this was reverentially spoken.) 


(5) Gati-citram 

Among gaticitrams (based on movement), gatapratyagata (back and forth) 
is as follows: 
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That army is impassable because of its elephant mounts; it is might}' 
and resounds with the terrifying roars of its soldiers; it has killed many an 
enemy host; it cannot be easily resisted; and it has selected the next enemy. 

(292) 

Here, in the odd lines of the verse there is forward movement, and in 
the even lines, there is backward movement [of the same letters]. 

The ak$aragata type is as follows: 

O immortals! The lover of the sword-blade who is fearless does not 
tremble at the sight of might Which frightened one can delight in the beauty 
(of combat) in the battle which is resounding with flesh-devouring demons? 

(293) 

Here, in the forward as well as in the backward movement, the verse is 
the same. 

Slokdntara is as follows: 

After that the army remained unbending in the great battle based on 
pride, in which intoxicated royal elephants moved around with great force, 
and the soldiers carrying war things with effort were raising loud cries. (29-i) 

Here, from the reverse movement we get another verse: 

The army full of thundering elephants which moved with speed, roar¬ 
ing men spread far and wide, and proud warriors engaged in single combat 
became charged with fury, from the desire to capture the (enemy’s) kingdom. 

(293) 


Bhajantaragata is as follows: 

O lover of the arts! That girl who dances the delicate dance with aban¬ 
don, who is dark as Rdhu, has curly long tresses, charming, playful manners 
and noble mien, has been reared (by you). (299) 

Here, by the reverse movement, another verse in Prakrta comes about: 

O lover! Skilled in arts, singing with ease, drowsy with the honey of sdk 
trees, dusky, of sweet speech, that superior woman, who can adorn (you), is 
radiant (297) 


The arthdnugata is as follows: 
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Renowned in the heavens, free of any illness, as he (. Hari) goes to war, 
who on earth can resist him, (even) in the army which has won many wars? 
Which soldier can remain unbending? (298) 

Here, in the reverse movement, the meaning of the words remains the 
same. 


Turangapada is as follows: 

(Friend says to the hero-) 

You who long to practise chastity! That young lass with beautiful, black 
tresses has her charm heightened by her curly sidelocks. She has come with 
her all and is with child. She is a noble one, full of pride. (So accept her). 

(299) 

115. When the four quarters of this verse are written one below an¬ 
other in lines, by following the pattern of a horse’s steps, another verse emerges. 

This lass is graceful and full of feeling; she is accomplished in the arts; 
she can satisfy in love; she has attractive teeth; she fills all places with her 
presence; she is dark; and she surpasses all dancers. (She is a fit consort for 
you.) (300) 

116. The citra-kdvya is called ardhabhrama if the verse has made a move¬ 
ment of a half-circle. That kdvya is called sarvatobhadra^ if there is a full-circle 
movement 

Of the two, ardhabhrama is as follows: 

(On the battlefield) which ever delights spirited warriors and kills the 
anger of fearful ones, which is pervaded by shouts of enthusiasm, the lure of 
battle is increasing. (301) 

Sarvatobhadra is as follows: 

O placid ones (cowards)! On the batdefield, even the gods get enthused, 
verbal dashes are few, even the carriers of war equipment work hard; it is full 
of ichor-streaming elephants; and it shines with both spiritless and lofty 
(warriors). (302) 


( 6 ) Bandhartitram 

Among bandhacitrams , dvicatuskacakrabandha is as in: 
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Lord (Ganesa)l Victoiy to you, saluted by Indra and others, possessed of 
the hanging belly, superior leader, world improver, spreading the glow of 
your tusk which surpasses the lustre of the moon. (303) 

1 17. Here, in this dvicatu$kacakrabandha (two crosses intersecting within 
a circle), the letters of the first half of the verse must form a chain going from 
an end to the meeting point (and to the adjacent end and back to the meet¬ 
ing point, and so on). And the other half should be wound (back and forth) 
to form the rim. 

Dvisrngdtaka-bandha is as follows: 

O (Moon,) holding together your rays! Pride of the sky! Formed of 
water! Command Siva and claim your digit with love (and become full) and 
drive my dark anxiety away. (304) 

1 18. In this dvisrngataka composition (with two intersecting triangles), 
the positioning of letters starts from a tip, then goes to a point of intersec¬ 
tion, thence to the (next) tip and to the next intersection, and so on. The 
remaining letters are used to form the rim (of the circle around them). 

Here the inscription is rajasekharasya, 

Vividitibandha is as follows: 

May that Sail ( Parvati) be victorious, who is ever moving, without fear. 
That supreme power, that supreme good, Siva, with whom she is unwaveringly 
united, He is victorious. (305) 

1 19. In this composition called the vividiti-cakra (with a five-tipped star 
figure in a circle), the first verse-half moves from one tip, covering the inter¬ 
sections (before reaching another tip), following the line (along which the 
star is drawn), and so on. The other half is on the rim. 

Sarayantrabandha is as follows: 

Salutation to you, (O Vi$nu), the body of all the worlds, the destroyer of 
the demon race, one without birth, the protector of our joys. Here, amongst 
all the good men, there is no one equal to you. Do glance (at us). (306) 

1 20, In all the four quarters written in (four) lines, beginning with every 
first letter, by stepping to and fro in the manner of the horse, the quarter is 
completed. 
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Vyomabandha is as follows: 

Shall I not bow for long to the Sun, but for whom the world would not 
have had a beginning, who bears the glory of making the lotus banks steal 
the heart by blooming, who serves as a mark on the foreheads of men, who 
travels over the sky with his rays which are never stationaiy, who does not fail 
to delight the aging, who is esteemed because he revels in destroying the 
force of darkness, and who is loved by all. (307) 

121. That is known as vyomabandha (sky formation) where each of the 
four feet is seen travelling over eighteen peaks in a gomutrika (zigzag) move¬ 
ment, and the first and last letters are locked (i.e., are the same in each 
quarter). 

Murajabandha is as follows: 

That army, commencing its march, was unchecked in ardour, generat¬ 
ing high sound, possessing brave, excited elephants, and free of ailment. 

(308) 

122. Here, when all the four quarters of the verse have been written 
down (in four lines), in the lines tracing the sequence of the letters in each 
quarter, three murajas (drums) are formed. 

Murajabandha of one letter is as follows: 

(O Fire), mouth of the gods! Shall I not singyou for removing my harms? 
I shall certainly sing the leaping tongues of the priceless destroyer, the re¬ 
mover of the great sorrow in the heart, sounding like the streams in the 
forest (309) 

123. When all the four quarters of this verse have been written, a row 
of the same letters, occurring four times, forms three drums. 

Murajaprastara (expansion) is as follows: 

The full moon night, bright as the essence (fruit) of the tala trees, kissed 
by the lord of the stars (i.e. the moon), possessing the power of love (lit. Mara 
or god of love), and pervaded by beauty (lit, Rama - Lakymi), made the ocean 
surge. (310) 

1 24. When all the four quarters of this verse have been set down, in 
the proper order, if we start from the fourth line, and proceed in the track of 
the drum, this other verse is created. 
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That girl with high charm, whom no other (girl) could near, sparkling 
like the stars, full of delight, reached the creeper-pavilion with that great man 
who could give her everything she desired. (311) 

These are only a few examples. In the gati-citram, there are other citram 
varieties too, like gomutrika. 

(7) Gomutrika Varieties 

1 25. When the movement of the letters goes up and down in its path, 
like that of the bull’s urine, that is called gomutrika and is considered to be 
veiy difficult by connoisseurs of citram composition. 

Of those, pada-gomutrika is as follows: 

May that wielder of the thunderbolt, that dispenser of rain clouds ( Indra ), 
who desires blows from the breasts of Puloma’s daughter ( Indrani) and ardent 
hugs, drawing her up to his chest, may he remove your delusion and protect 
you from the fear of calamity. (312) 

This is the pada-gomutrika which starts from the odd (numbered) syl¬ 
lable. 

From the even (numbered) syllable it is as follows: 

May the Lord (Siva) make the heart holy - who has made the crescent 
moon his ornament, who owns the Pindka bow, who is borne in the heart by 
the lofty god folk, who put down the duel of the elephants by pacification 
alone, who wears the serpent, and whose bow was bent and broken by the 
great divine man (Rama). (313) 

Ardhasloka-gomutrika is as follows: 

May the Lord (Siva) who tears down the war troops of darkness by the 
light of the crescent moon on his crest, who delights the divine folk, and 
whose splendour is matchless, grant us abundant good. And may the God¬ 
dess (Parvati) who playfully dispels the anger of Siva, who removes the wants 
of heaven’s residents by (the mere raising of) an eyebrow, who is unceasingly 
saluted by the bull Nandi, and whose power is revered, bestow constant self- 
control in our body. ( 31 4) 

In sloka-gomutrika the first verse is as follows: 
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May He {Siva) protect you - who wears the moon, whose feet lotuses 
are tasted by the (bee-like, dark) crowns of all the gods, the (left) half of 
whose body is occupied by the Goddess ( Parvati ), who is the forest fire 
destroying the demon Pura, who is the source of a mass of knowledge, who 
deftly reduced Madana to dust, whose gloiy is delightfully sung by bands of 
gods’ wives, on the nails of whose feet Andhaka, the king of the demons, 
bows, who bestows welfare, and who is meditated upon by noble ones. 

( 315 ) 

The second (verse) is as follows: 

May the Sun (lit. the one with blazing brightness) grant our good - 
whose rays bear away water, who makes lotus plants thrive, who is fond of 
destroying disease in the body, who disciplines gods and mortals, who is the 
support of sacrifice and fortune, whose beauty distracts the directions, who 
is unaware of the censuring speech of timid brides in the garden, who does 
not help the demons, whose zeal and wisdom are fixed on cutting asunder 
all our bonds, who completes our welfare, who is divine and fit for adoration. 

(3 1 (j) 

In the viparita-gomutrika the first verse is as follows: 

I bow down to Vindyaka whose mouth is fragrant with ichor, who strolls 
languidly with a smiling face among chatting (folk), who is the chief remover 
of rows of obstacles, who is the son of Sail, and dear to Siva, (317) 

The viparita verse is as follows: 

I bow to the moon who has begun to comfort the waving creepers, who 
glows gendy, who captures the world, who is revered by many brahmanas, who 
is the abode of nectar, who rests in the womb of a like-hued one (the sky), 
and who is rich with new conch shells. (318) 

In the bhinna-chanda-gomutrika, the first verse is as follows: 

Salute Hara {Siva) whose ornament is the crescent moon, whose neck 
is clasped by Parvati with her arm, who rends misfortune, who is sung with 
reverence, and who is the power in the commands of Ravana in war. (319) 

The second verse is as follows: 

I salute the matchless form of Vi$nu, which grants desires, is awesome 
and charming, stamps out arrogance, is unconquered in the war with the 
tusks of the elephant many-coloured with (the rays from) his mace, and full 
of the beauty of valour in destroying the demon Kama, (320) 
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In the Samskrta-Prakrta-gomutrika, the Samskrta verse is as follows: 

May Skanda who is upright, active, shattering enemy ranks, composed 
and alert, who sports in the fight to overthrow the terror of births, who shines 
on earth with his power to bestow (gifts), killer of strong foes, full of martial 
spirit, lofty, engaged in displaying his might in the conquering ambition of 
kings - grant the fortunes we desire in abundance. (32 1) 

The Prakrtave rse is as follows: 

Victorious is the Moon - who is the friend of Madana, whose travels are 
fruitful, who has conquered the galaxy of stars, who is free, worshipped, en¬ 
emy of the lotus, who joins in doing good, who shines to make the lilies 
bloom, whose part has become the ornament of diva's crown, who bestows a 
flood of moonlight-water, and who has won the love of all by the charm of 
his manifestations, (322) 

Padagomutrika in which the verse is the same in Saniskrta and Prakrta is 
as follows: 

The young lass sports a string of playful manners and winsome smiles. 
Volatile and blemishless, she displays feeling and coquettish gestures. Carry¬ 
ing her body quickly, as the beautiful one moves about the home, laughing, 
she is delightful (323) 

The ardhagomutrikd-pra.st<ira is as follows: 

Obeisance to the sun who fills the day, who makes the lotus shine forth 
beautifully, who destroys the foes of good men who worship him, and who 
infuses energy (in all creation). (324) 

Here, this gomutrika verse arises: 

Obeisance to him (the sun) to whom the gods bow down, who is (a 
wheel) without spokes, who shines with the glowing samans, who covers the 
entire sky (lit the container of the stars), and who has great speed. (325) 

Gomutrika-dhenu is as follows: 

May the immortal lord Hara {Siva) pulse in my heart, whose mind is 
ever thinking of protecting, whose beauty has been sketched and sung by all 
the suns, who cut down the prosperity of Madana, who is contemplated on by 
all who pursue perfections, who caused sorrow to the extraordinaiy Rati and 
who notes salutation with a beautiful smile. (326) 
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126. By the krama, vyutkrama and viparita krama of the four quarters, 
this gomutrika-dhenu is formed. 

(8) The Various Dhenus 

Satadhenu is as follows: 

Goddess Parvatl (lit the daughter of the mountain) is ever to be wor¬ 
shipped, whose face is a lotus sweet with honey, who is the deity guarding 
wives, who is praised by the gods and sung by the kinnaras with devotion, 
who destroyed (the demon) Mahi?a wandering with a boon, who is the leader 
of all the three worlds, who is contemplated on by the siddhas, who rides the 
lion, who is desirable, who is the heart of skilled warriors who enjoy battle, 
who is the beloved of the three-eyed one {Siva), who js worshipped by the 
brave, who holds a mirror in her hand, who is the abode of virtues, who is 
graceful with charming gestures and who is the foremost of loyal wives. 
(327) 

127. This unsurpassed sloka-dhenu (verse cow), in which the caesura 
can be changed, by varying the verse structure, gives birth to a hundred verse 
calves. 

Sahasradhenu is as follows: 

O Gauri (lit. Delicate one)! By (every feature of) your beautiful form * 
nails, face, hands, neck, tresses, gait, gentle smile, and beautiful eyes, are 
mocked gems, the moon, lotus, conch, chowrie, elephant, ambrosia and the 
deer. The (celestial) wives of ndgas, siddhas and sadhyas are not equal to you. 
All the sky-resident (stars and planets) have been surpassed by you. The 
gods have been permanently conquered by talk of your great power and 
beauty, and by your able deeds. (328) 

1 28. This unsurpassed verse cow which permits the breaking of words, 
by the variation of structure, produces a thousand verse calves. 

Ayuta-dhenu is as follows: 

Action! You win, expand, create, are born, protect, are praised, forgive, 
are forgiven, delight, are imbibed, are pleased, are praised; you please, con¬ 
temn, destroy, reveal skill; you quieten, hide, steal; you are tinged with feel¬ 
ing, you envy, appear beautiful, you dazzle. (329) 

1 29. This cow which again involves breaking of the words, replete with 
verbs which at first seem to be addresses, has been seen by us to give birth to 
ten thousand verses. 
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Laksa-dhenu is as follows: 

O Durgal Kind to those who desire goodnes, limitless, scattering fra¬ 
grance, lion-mounted, fair, lotus, eternal, goal, ideal, devastation, fund of bliss, 
moon, furious, martial, lofty, pure, refuge, benevolence, huntress, sivd, ter¬ 
rible, queen, dawn and dusk, shadow, illusion, beautiful, earth, mother, vic¬ 
tory, auspicious! Fashion our welfare. (330) 

130. This cow made up of words of address sharing one verb, gives 
birth to three lakh sixty thousand verses. 

131. From varying the sense of the last word (of the first three quar¬ 
ters), and uttering the words twice in confusion etc., without giving up intelli¬ 
gibility, this (cow) also gives rise to ten lakh verses. 

Kofirdhenu is as follows: 

O Ramal You give material riches; you bear subtle (truth?); you take 
birth on earth; you revel in the sky; you delight in heaven; you slay utterly; 
cleave asunder; in fury you destroy; you fix your thought on the bow; you 
extend yourself in war, O Victoiy ; you rest little; you go to the end of cre¬ 
ation; you stride in consciousness; you strive for renown; O fickle one, you 
are adept in (rousing) desire; you speak lovely words; you give birth to Kama 
(.Madana ); you enter (our) hearts; you are ever in our words; O charming one, 
you light our eyes. (33 !) 

132. Interpreted as words of address, or as words ending in the second 
(accusative) case or seventh (locative) case or as verbs, this cow with three 
and a half crore verse (calves) comes into being. 

133. When there is repetition due to excitement etc., of (the words) 
sthula etc., this (cow) becomes dasakoti (with ten crore calves). 

Kamadhmu is as follows: 

O Mother! You are unparallelled (or the boat) for me - you who are all 
consuming (or speech), repose (or destruction), refuge (or beauty), thought 
(or intellect), concealer (or secret chant), illusion (or shyness), fearful one (or 
fear), fever (or gait), swoon (or delusion), swiftness (or paining), birth (or sac¬ 
rifice), yoke-bearer (or chastiser ?), protection (or fullness), earth (or man¬ 
sion), sacrificial pot (or flow), garland (or creation), union (or equality), pro¬ 
tecting (or devious), break (or brilliance), sorrow (or purity), wish (or thirst), 
hate (or wish), purity’’ (or mixture), fury (or consort of Rudra ), sentience (or 
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choice), knowledge (or wealth), release (or delusion), direction (or gift), game 
(or wish to win), sacred poem (or discrmination), vision (or knowledge), 
movement (or fragrance), Laksmi (or honour), soil (or destruction), slaying (or 
doing), effulgence, forbidding, happiness (or fragrance), hunger (or abyss), 
query (or forest), moving (or pain), door (or means), heaven (or sky), earth (or 
cow), Viyniis consort, desire (or future), knowledge (or great one), creator (or 
protctor), woman, measure, (332) 

[Only some possible meanings have been given in this translation.] 

134. On taking the words as one desires, this wish-fulfilling cow deliv¬ 
ers to us billions and billions of verse calves. 

135. By compositions using monosyllables, and by the variety in gati, 
bandhae tc., this becomes all the citrams which have and have not been men¬ 
tioned. 

136. In reading it once, one vinadi passes. Sixty of those is a nadika. 
And through sixty of those day and night go. 

137. Those who recite the words of this ( kamadhenu ), beginning each 
with pranava ( om ) and ending with namah, have their speech flowing uninter¬ 
rupted in all the languages. 

138. This is composed with potent, sacred words of chant, after exam¬ 
ining sastras. The Goddess grants all the desires of those who recite and offer 
these compositions. 

139. Let the existing (letter) come into contact with the coming one. 
And make desired combinations. Thus their varieties are bom. In o ther com¬ 
positions too the same can be applied. 

140. Due to the difficulty in composing it, its harshness, unintelligibil¬ 
ity and limitless ness, only the direction has been indicated to citra{-kdvya). 
The rest can be guessed by great ones. 

17. Vdkovdkyam of Six Types 

141. The experts consider that expression as vdkovakyam which con¬ 
sists of statement and retort. This should occur between two persons even in 
a congregation of many. 
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142. Rjukti (plain statement), vakrokti (devious telling), vaiydtyokti (bold 
utterance), as well as gudhokti (hiding sense), prasnottarokti (question-answer) 
and citrokti (wondersome expression) are its varieties. 

(1) Plain Vakovdkyam 

Of them rjukti is twofold - gramya (vulgar) and upanagarika (polished). 

Grdmyd is as follows: ( Prdkrta ) 

[Translation not done.] (333). (33-1) 

Here, as on both sides, the remark and retort are made in the same 
forthright manner <samd> , this vakovdkyam is rjukti 

The same, of upanagarika variety, is as follows: 

‘Dear lass.’ ‘Yes my lord.’ ‘O peeved one, give up your anger.’ ‘Witat 
have I achieved by my anger?* ‘You have caused me pain.’ You never wrong 
me. All the wrongs are in me.’ Then why do you cry in a choked voice?’ ‘In 
whose presence is this crying being done?’ ‘Why, in mine.’ ‘Who am 1 to 
you?’ ‘My beloved.’ ‘I am not that and that is why this crying.’ (335) 

Here, from one side, the intonation making it devious, the expression 
has different levels <vi$amd>. This vakovdkyam is rjukti 

(2) Devious Vakovdkyam 

Vakrokti is twofold - nirvyudha (sustained) and anirvyudha (given up). 

Of the two, nirvyudha is as follows: 

‘O Gauril Are you angiy with me?’ ‘Am I a gauh (cow)? And with which 
imam (her) am I angry?’ ‘With me -1 know it anumanatah (by inference).’ ‘True, 
you are indeed anumanatah (natah - bowing to, anumd = someone other than 
Umd or Gauri ).’ Such crooked words of the mountain’s daughter ( Gauri) 
conquer. (336) 

Here the devious speech has been carried right to the end of the ex¬ 
pression. Hence this is the nirvyudha vakrokti type of vakovdkyam. 

Anirvyudha is as follows: 
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‘O Andhakari (foe of Andhaka /You in the darkness)! Who is she on 
your head?’ ‘0 fair brow! Whence darkness here (on the head), united with 
the bright moon (/beloved and moon)?’ ‘O philanderer! So your beloved 
too is here. That is all I asked. I will not quarrel. Quickly send her away from 
your head, at once.’ He who was dumbfounded on being addressed thus by 
Parvati <Bhavani> - may that foe of the love god protect you. (337) 

This, not being sustained, is the anirvyudha vakrokti type of vakovakyam. 
Both these (ex.336, 337) have (lit are) slesa-vakrokti 

(3) Bold Vdkovdkyam 

Vaiyatyokti is twofold, svabhaviki (natural) and naimittiki (caused/pro¬ 
voked). 

Of the two, svabhaviki is as follows: 

‘Cannot this water in the pot be taken?’ ‘Not to be taken - that is what 
they say.’ ‘Truly I shall drink it, my word!’ ‘How many have driven away thirst 
by the word pita (drunk/yellow)?’ What, are there colours/classes too in 
word/name?’ Which (name) is complete without them?’ ‘From where [which 
class-name?] do you hail?’ ‘From where you hail, Sir.’ ‘Then you are my 
sister.’ That is why you are troubling me.’ (338) 

Here, because of the natural boldness of the self-willed woman, this is 
the svabhaviki vaiyatyokti type of vakovakyam, 

Naimittiki is as follows: 

Radhal Are you well? Kamsa, are you well? Whence KarjiscH Whence 
that Radha? At these knowing replies (from Laksmt), Hari who laughs with 
embarrassment, wins. (339) 

Here, the slip in name calls for the saucy retort, deliberately using the 
name of the adversary. Hence this is the naimittiki vaiyatyokti type of vakovakyam 

(4) Concealing Vakovakyam 

Gudhokti is twofold - mukhya (using primary mode of signification) and 
gaunt (secondary). 

Of the two, mukhyd is as follows: 
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‘O Kesaval Today, at dawn, on the bank of the Yamuna, who called out 
to the swan hen?’ ‘Darling! Probably the swan with his heart agitated by the 
anxiety of parting from his beloved.’ (340) 

Here, the sense priye aham sa (Darling I am he) is hidden by dropping 
the letter a in the phrase priye hamsa (Darling, the swan), with the help of the 
primary mode of signifying alone. Hence this vdkovakyam is called rnukhyd 
gudhokti 

Gaunl is as follows: 

Purposeless has been the life of the lotus pond; she has never seen the 
moon’s form. Fruitless, too, the birth of the moon; he has never awakened 
the lotus pond from slumber. (341) 

In the first and second halves, the two hidden messages of love are 
couched in terms of other things. Hence this is the vdkovakyam called gaum 
gudhokti 


(5) Question-answer Vdkov&kyam 

Prasnottarokti is twofold - abhidhiyamana-hrdya (openly revealed) and 
pratiyamana-hrdya (with purport felt). 

Of the two, the first is as follows: 

‘Beautiful one (lit. with thighs like an elephant’s trunk), where have you 
set out, in this deep dark night?’ ‘Where he who is dearer to my heart than 
life, resides.’ ‘All alone, tell me, how is it you are not afraid, lass?’ ‘But surely, 
with his arrows ready, Madana is with me.’ (342) 

Here, the thought in the heart, on being questioned, is revealed through 
direct expression. Hence this is the vdkovakyam called abhidhiyamana-Iirdya 
prasnottarokti 

The second is as follows: 

‘Q brdhmanal How deep (is) the water?’ ‘Up to the knee, O King!’ Yet 
this your state!’ ‘Not all (are) like Your Highness.’ ( 343 ) 

As the mastery of grammar, which is in the heart, is perceived indi¬ 
rectly, this is the vdkovakyam called pratiyamana-hrdyd prasnottarokti 
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(6) Vdkovdkyam with Citrofcti 

Citrokti is twofold - citrd (arousing wonder) and vicitrd (variegated). 

Of them, the first is as follows: 

‘If the things we wish are attained here, in this confluence of Yamuna 
and Ganga, then Lord, this servant wishes your masterhood.’ ‘But this is 
(possible) only through death.’ ‘What indeed is death but the heart leaving 
the body?’ ‘Long live!’ ‘My heart lies at your foot-lotus. The body stays here.’ 
(344) 

Here, by means of statement and retort guided by resolution, the ac¬ 
complishment, even by one who lives, of attaining the fruit of life hereafter, 
is a cause for wonder. Hence this is the vdkovdkyam with the citrokti called 
citrd. 


The second is as follows: 

‘O charming one! Who is this?’ ‘O rogue, your ornament’ ‘How is it 
red?’ ‘Because of the vermilion.’ ‘Darling, the stake is hidden by the bodice.’ 
‘See then, is there anything with me?’ ‘I will see’ - saying this, thrilling deeply, 
as he presses in laughter, Pdrvatis breasts with his hand, Siva who turns to 
his own advantage the moon (lost) in gambling - may he protect you. (345) 

Here, after the statement and reply series, the (verse) ends otherwise, 
in acts like pressing the breasts. Hence this vdkovdkyam is called vicitrokti 

18. Prahelikd of Six Types 

143. Prahelikd (riddle) consists of one question. That too is sixfold - 
cyutdksara (dropping a letter), dattdkyara (taking in a letter), ubhayam (both - 
cyutadattaksard ), musti (fist), bindumati and arthavatl 

1 44. In gatherings playing games, in entertainment, riddles are of ser¬ 
vice to the adept, in throwing cryptic statements for perplexing the others. 

Of them, cyutakyard is as in: 

Being burdened with the weight of the water-filled pots (or breasts) and 
bending down at every step, who is it who cannot walk even a step, if the 
bearer is not there? [The answer is vihangika (pole) - from which two water 
pots are hung, or on which the palanquin seating a beautiful rich lady rests, 
carried by the kahdra (bearer) on the shoulder.] (343) 
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Here, the expected answer is - the pole does not move without the pole 
bearer, i.e., kdhdrena varjitd; just hdrena varjitd has been given in the question. 
As the letter ka has been dropped, this is the cyutakfard [prahelikd ). 

Dattdk^ard is as follows: 

Who is this sambara (deer), followed by his beloved, heavy-shouldered, 
driven by intoxication, in the flush of youth, who walks behind the beasts? 
[The answer is sabara (hunter).] (347) 

Here, in sabara an anusvdra has been added to make it sambara. Hence 
this is the dattaksara {prahelikd ). 

Cyutadattaksara is as follows: 

Who is this vita (rascal), clever (orwell-baked), full of delight (or filled 
with water), sporting love (or red-hued), rested on her hip, and embraced in 
the neck by the slender woman, that is making sweet sounds? [The answer is 
ghafa (water pot).] (348) 

Here, in the word vita, by dropping the letter vi and taking in the letter 
gha, the second meaning, viz. ‘the water pot is making the sound’, comes 
about Hence this is the cyutadattdk$ard {prahelikd). 

Akfaramuftikd is as follows: 

atih atih anma alam prldya radya jadya phadya 

meld meld melam melam phasa phasa phasa phasa. (343) 

This is a fist of letters. So it is called ak$aramu$likd. Here, by writing the 
quarters in four rows, with four muraja formations, the verse emerges. 

That is as follows: 

Today my pleasure is full; today my love is full; today my life is full; 
today my fullness is full. (350) 

Bindumatl is as follows: 

Your command extends to every ocean; (your) flag flies in every’ wan 
every wonderful effort (you make) bears fruit; and there is no place where 
(your) fame is not (351) 
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The meaning conveyed by this verse, is to be couched in another verse, 
whose pattern of consonants, attached to vowels, anusvaras and visargas , is 
indicated by bindus (dots) alone. Hence this is bindumatl The pattern is - 

u-a-a-u-a-a-a-a -m-u-e -m-u-e -a-h 

-a-a-e -a-a-e -i-ih -a-r-a -a-a -I-r-h 

The answer: 

(Your) command is in ocean (after) ocean; (your) victory is in battle 
(after) battle; (your) success is in effort (after) effort; your fame is everywhere. 

(332) 


Arthaprahelika is as follows: 

What is that which has the brightness of molten gold, which is pressed 
by the lips, which is full of juice and which is shining and which is happily 
sucked (lit. kissed) by even old people? [The answer is ‘ripe mango 1 .] (353) 

Here, the indicated idea of‘the ripe mango 1 is understood by the use 
of words having double meanings. Hence this is artha-prahelika. 

19. Gudham of Six Types 

145. Experts on concealed meaning consider gudham to be of six types 
- with the kriya (verb), kdraka (case), sambandha (relation), pada (quarter), 
abhipraya (intent) or vastu (thing) being concealed. 

Verb-concealed is as follows: 

Young men! How is it that you have not been struck down by the fever 
caused by Love’s arrows, as soon as you saw the graceful gait, languid with 
the weight of her thighs, of this woman whose eyes are red with the intoxica¬ 
tion of wine? (354) 

Here, ‘O youths, even as you glimpsed the intoxicated-eyed woman’s 
gait, slow and beautiful with the heaviness of her thighs, how is it that you do 
not become weak with the fever caused by Madand s arrows’ - in this, due to 
the proximity of the word stana (.sta na ) to jaghana, the verb form ‘were not’ is 
concealed. Hence this is kriyagudham. 

Case-concealed is as follows: 
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Who is that fool, who thrust into your heart these (two arrows, O Deer,) 
as t with the earthen cup, you were drinking the lotus-cool water? (355) 

Here the accusative case of sarau (two arrows) has been concealed (in 
saravena). Hence this is kdrakctgudham. 

Relation-concealed is as follows: 

My heart is not aware of (committing) any wrong, why do you get an- 
giy? O red eyed one! Enough of this baseless eiying. (356) 

Here, in ‘My heart is not aware of any wrong’, the word indicating rela¬ 
tion {me - my) has been concealed by the wrong perception of the word as 
mayd (= by me) in the third case. Hence this is sambandha-gudham 

Quarter-concealed is as follows: 

The volley of golden arrows flying through the sky, assailing die ears 
with its high sound, flashed (.) (357) 

Here, the concealed fourth quarter of the verse can be constructed 
from the first half of the verse, with the second, first, seventh, fifth, eleventh, 
ninth, thirteenth and sixteenth letters. That is vidyutamiva sarfihatih (like a 
long course of lightning). So this is padagudham. 

Intent-concealed is as follows : ( Prdkrta ) 

If her husband’s brother tells her - Take the sword and go to the royal 
palace’, why does the attendant’s bride laugh and look at the bed? (358) 

‘He has seen the marks left by the man-like love making, like die red 
dye of mv feet (on the bed); therefore he appoints me in chores suited to 
men.* With this thought the bride looks at the bed. Hence this is abhiprdya- 
gudham, 

Thing-concealed is as in: 

O lotus eyed one! I desire to drink water from you. If you will give (or if 
you are a slave girl), I do not want it; if you will not give (or if you are not a 
slave girl), I will drink. (359) 

Here ddsyasiiyou will give) has concealed the thing (slave girl) indicated 
by the word dost, hence this is vastu-giidham. 
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20. Prasnottaram of Six Types 

1 46. That is known as prasnottaram (counter-question) when a testing 
question is blasted in assemblies of the learned, with (clever) words or sen¬ 
tences. 

1 47. This too is of six types, named antahpras'nam (answer contained 
within the counter-question), bahihprasnam (answer lying outside the counter- 
question), bahirantahprasnam (answer outside and within die counter-ques¬ 
tion), jdtiprasnam (revealing the nature of countering), prtfapras'nam (answer 
contained within the original question) and uttaraprasnam (containing the 
question demanded as the answer and its answer). 

Of these antahpras'nam is as follows: 

Who am I? - says the cave. For this question what is the answer?’ ‘How 
is it that you do not know what has already been said, diat you ask useless 
questions, friend?’ [Or ‘O friend, do you not know kadarthayasi which has 
dropped ha and tha, (thus leaving daryasi - dan asi or *you are a cave’)?’) (3(>0) 

Here, the phrase kadarthayasi, dropping ka and tha, and joining ya and 
ra, should become daryasi Since the answer to the question has been spoken 
within the sentence (posing the counter-question), this is antahpras'nam 
( prasnottaram :). 

Bahihprasnam is as follows: 

‘O good boy, tell us - what is your father like?’ ‘What is the ocean like, 
whose waves are undulating its shores?’ (3(> l) 

Here the answer majjanmakarah (‘causer of my birth’/'with great diving 
fish’) is given outside the (counter-)question. Hence this is bahihprasnam 
( prasnottaram :). 

Bahirantahprasnam is as follows: 

Who married Subhadra? How does the answer to that question denote 
monkey?’ ‘How does a leaf stay in the sky?’ (302) 

Here, the answer vayutah (because of the wind) is given outside the 
(counter-)question. As va-yutah (combined with va :), ‘nara’ becomes vdnara 
(monkey), Subhadrd s husband ( Arjuna - nara ) is also indicated. [This part of 
the answer lies in the indicated answer, namely, vayutah,] Hence this becomes 
bahirantahprasnam { prasnottaram ). 
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Jatiprasnam is as follows: 

‘From what kind of floor does one infer that the king has bathed?’ 
‘What did the unwilling men say, when they were ordered, ‘Construct the 
court’?’ (:}(k!) 


The two answers haimavarakaranjina (adorned with gold pitchers) and 
najiram karavdmahai (we will not construct the court), (consisting of the same 
letters), read forwards and backwards, convey the jdti (nature, i.e., question 
turned back by question) of prasnottaram. Hence this is jatiprasnam 
( prasnottaram ). 

Pr$taprasnam is as follows: ( Prdkrta mixed) 

Who is one fourth of a yojana (- nine miles)? Who is two thousand 
staffs? Who is black? Who is sweet? What is like the forest full of parrots? 

( 3 <> 4 ) 

Here, the questions, ‘Who is a quarter of a yojtind ?’ and ‘Who has two 
thousand staffs?’, themselves, become the answers, viz. ‘ kroso (koso ) is a quar¬ 
ter of a yojana and ‘two thousand kodanda (bows)’. Similarly, kd kali (‘Who is 
black?’ answer kaka+ali, i.e. crow and bee), kd madhura (Who is sweet?' answer: 
kama-dhura, i.e., load of wishes or wish cow), kirn s'ukaprthukdnanacchayam, (What 
is like the forest full of parrots? answer: kims'ukaprthukdnanacchdyam, i.e., the 
appearance of a forest full of kimsuka trees), have to be countered with the 
same, taking the word indicating ‘what/who’ (i.e., ko, kd, kirn) as part of the 
reply. Hence this is pr$taprasnam {prasnottaram ). 

Uttaraprasnam is as follows: 

What did that jungle eater, who is marked with a thick coal of hair ask, 
in the spring?’ ‘Did these two (questions) 'ka nandda (who called ?)’, ‘ timiradapi 
kdli (blacker even than darkness?)’, get an answer?’ |The lion asked - who 
called? What is blacker than darkness? The answers to these questions are 
pika and ali = cuckoo and bee.] (;h>.“) 

Here, for the counter-question 1 ka nandda ? timiradapi kali) 1, die kananada 
(O jungle eater), He timirdda (O cater in the forest darkness)! (It is) pikdlil' 
itself is the answer. Therefore, this is the uttaraprasnam type (of prasnottaram). 











tgcffaf: 


347 


21. Adhyeyam of Six Types 

1 48. That which brings about only knowledge ( vyutpatti ), in (expression 
in the manner of) assertion/injunction and negation/prohibition, that is 
known as adhyeyam (learning). Thejourney (through life) in the world is guided 
by it. 

149. That too is sixfold - kavyam (poetic expression), sdstram (normative 
science), itihasa (history), kavyasdstram (normative science expressed in po¬ 
etry) and similarly, kavyetihdsa (history presented poetically), and sdstretihdsa 
(normative science presented In history). 

Of these kavyam is as follows: 

If I think of that slender girl, there is no hope of my living. And if I 
banish thoughts of her and stay alive, why the distress of living? (366) 

This is called kdvya{-adhyeya7ri) because it is the expression that is im¬ 
portant (here). 

Sdstram is as follows: 

If one wants supremacy over the earth, he should marry 7 that lass whose 
feet are smooth, arched, narrow tipped, with red nails, uniformly draped 
with flesh, graceful with ankles that do not protrude, toes that are closely 
joined and soles that have the (white) glow of the lotus. (367) 

Here, in (specifying) ‘smoothness’ etc., the verbal authority <sabda> , is 
prominent Since this is prescriptive <s'dsanat>, this is the sdstra{-adhyeyam). 

Itihasa is as follows: 

The gods who were nervous with fear, made obeisance to ever} 7 one of 
the directions towards which the demon Hiranyakas'ipu had cast a glance, 
albeit a smiling one. (368) 

Due to the prominence given to events of the past, this is tire itihdsa(- 
adhyeyam). 

Kdvyas'dstram is as follows: 

The words of nandi (inaugural prayer) for subduing the obstacles to the 
drama of love, or the supreme commands of Madana that they are, women’s 
cries with gasps and waving hands, when their lips are bitten by the lover, 
triumph. (3(59) 
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Here technical rules have been conveyed through poetry, so this is the 
kdvyas'astra (-adhyeyarri). 

Kdvyetihasa is as follows: 

Walking as his fancy took him, whichever Direction that abode of riches 
(.Hiranyakasipu ), who could travel over the different worlds, reached, to that 
Direction was made the ritual obeisance (to be performed) at the three junc¬ 
tions of the day, by the gods, their hands (joined together over their heads,) 
glinting in the gems on their crowns. (370) 

Here the content of history already narrated, is expressed through po¬ 
etry. Hence this is the kavyetihasa[-adhyeyam). 

Sastretihasa is as follows: 

O the best of Bharatasl Of righteousness, wealth, desire and emancipa¬ 
tion, only that which exists here |in war), is found elsewhere; what is not here, 
is not found anywhere. (37 i) 

Here, since (the norms of) righteousness, wealth, desire and emancipa¬ 
tion have been placed in history ( Mahdbhdratam ), this is the sastretihasa 
(- adhyeyarri ). 


22 . Sravyam of Six Types 

1 50. That poetry is called sravyam which is neither viewed (primarily as 
a visual presentation?) nor conveyed (by acting or narration ?). It gives plea¬ 
sure only to the ears. That too is of six types. 

151. They are - dsih (benediction), ndndi (prayer), namaskdra (obeisance), 
vastunirdesa (indication of the content) and also dksiptika (song establishing a 
tune/mood?) and dhruva (song aiding a situation). The remaining (modes of 
presentation, other than sravyam ?) will be adhyeyarri 

There dsih is as follows: 

May God Hara [Siva), whose consort is Pdrvati, preside over your uplift. 
May that Supreme Light which is beyond the reach of speech and thought 
protect you. (372) 

Here, the benedictive and imperative moods are used in blessing. So 
this sentence pair is the dsih (type of sravyam). 
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Nandi is as follows: ( Prdkfta ) 

May Sarasvatl flourish; may Vyasa and other writers delight; may the 
great poetry of others too, delighting the learned, flow. May the Vaidarbhi, 
Magadhl and Pancalika style burst forth in ours. Let those adept at poetry 
eagerly taste (this fare) as the cakora bird does the moonbeams. (373) 

This pronouncement of good wishes at the completion of the stage 
ceremonies (or for the proper completion of the stage performance) is the 
nandi (type of sravyam ). 

Namaskrti is as follows: 

Victorious is tfambhu (Siva), the self-existent supreme spirit; we bow 
down to that Mahesvara (Siva). And now words of salutation we pronounce to 
the teachers and elders who came before us. (374) 

This praise, obeisance, comes under the namaskrti (type of sravyam). 

Vastunirdesa is as follows: 

Bearing on his crown the waters of Gahgd who flows in awe of the 
fierce heap of matted locks, this is the first god Haro, the cause of creation 
and dissolution. (375) 

This, indicating the hero of the theme extending over the body of the 
story, is the vastunirdesa (type of sravyam). 

Ak$iptika is as follows: (Prakrta) 

Victorious is the laughing face of Mahalaksmi, with her foot crushing the 
(countless) bodies of the demon Mahifa; whose crescent moon (on her head) 
destroys the fear of the worlds and whose bright eyes widen, granting immor¬ 
tal happiness. (376) 

Since the aim of the words here is to present the particular tune speci¬ 
fied (at this point), this is the dkfiptika (type of sravyam). 

Dhruvd is as follows: (Prdkfta) 

Finding the cave bare of the lion - which had gone out to kill prey - the 
hunter saw his opportunity. Grabbing the pearls, he was gone. (377) 
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This is the dhruva song (type of sravyam ) employed for announcing the 
entry of a character, enhancing the emotion of the scene etc.. 


23. Prekyyam of Six Types 

152. That which is accomplished by the dancers with the help of move¬ 
ments of the limbs alone, devoid of speech and other modes (of presenta¬ 
tion), consisting of aksvedika etc., should be termed prekyand. 

153. (The experts) say that it ( prekyyam ) is of six types - lasyam, tandavam, 
chalikam, sampd, hallisakam and rasa. 

Of these lasyam is as follows: ( Prakrta ) 

The boundary wall is high; the lover is going by the path; I look at (my) 
hand; if only he possessed eyes.... (378) 

Due to the predominance of the amorous mood, this is the lasyam 
(type of prekyyarri). 

Tandavam is as follows: ( Prakrta) 

If there is a great war, on hearing the news of his son’s killing, the man 
(.Arjuna ) begins to blaze like the fire scorching the enemy, the weapons he 
shoots in ruthless anger turning red widi blood. (379) 

Due to the predominance of the mood of valour this is the tandavam 
(type of preksyani). 

Chalikam is as follows: {Prakrta) 

Hearing the sound of horses behind her, the cow-boar chuckles at the 
idea of the killing (she is going to do?) and stops butting her mate again and 
again with her two tusks. (380) 

Because both the amorous and valorous moods are prominent here, 
this is the chalikam (type of preksyani). 
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Sampa is as follows: ( Prakrta) 

O horse-faced ( kinnara ) lady, are you frightened? Be (reassured). Hold 
me around the neck always. Your curved-neck (kinnara) husband killed by 
Ristasura does not weep. (381) 

This is again chalikam, but as it is about semi-humans, it is the sampa 
(type of preksyam). 

Hallisakam is as follows: (Prakrta) 

O angry one! Why does your face rest on your hand? - dusted with 
sandal, eyes brimming, turned away from laughter, troubled with long sighs, 
making even sad hearted ones sad hearted, giving away its ornaments? (382) 

154. The dance which the women do in a circle - that is hallisakam. 
There must be one leader, just as Kr^na is the leader among the cowherd 
women. 

This is hallisakam. 

Rasa is as follows: ( Prakrta ) 

O bad hearted one! What will I not ask you today? Why is the person 
for whose sake you live, because of whom there is joy, shunned? (383) 

This is again hallisakam, but being set to a specific tala (time measure), 
it is called rasa. 


24. Abhineyam of Six Types 

155. Here (in drama) abhinayas (acting/presentation) are six, ahga (limb 
movement), vak (speech), sattvaja (inarticulate response), aharya (costume), 
samanya (all-inclusive) and citra (supplemented?). Expression laden with these 
is known as abhineyam. 
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Of them that with angika-abhinaya is as follows: 

Where those arm-staffs adorned with bracelets, and where these two 
arms with protruding veins! Where those glowing faces and where this my 
lone face full of wrinkles! Where those words surpassing in depth the boom 
of the ocean and where this speech subdued! Where indeed that firm, joyful 
step causing the earth to tremble and where this slow trudge! (384) 

Here, as movements of limbs are described, this is angikabhinayarhden 
( abhineyam ). 

That with vacikabhinaya is as follows: 

Bearing the pain of Madanas arrows which she cannot check, the words 
uttered by the frail girl in the company of her friends, repeated by children, 
parrots and sarikds. , grace the path to the ears of truly blessed ones. (385) 

Here, since vacikabhinaya is described, this is vacikabhinaya-laden 
( abhineyam ). 

That with sdttvikabhinaya is as follows: 

Welling up again and again, the tears blur my vision; numbed by con¬ 
stant thought of her, my body becomes still. And suddenly breaking into 
sweat, this shaking hand makes my fingers tremble uncontrollably in my 
efforts to sketch (her). What can I do? (386) 

Here, as tears, numbness, stillness, sweating and shaking are described, 
this is sattvikabhinaya-laden ( abhineyam ). 

That with aharydbhinaya is as follows: 

On his back hang two quivers, the feathers of whose arrows are kissing 
his head; his chest marked by a small dot of sacred ash wears the skin of the 
black deer; his lower cloth dyed red, is held tight by a bow-string serving as a 
girdle; in his hand he has the bow and the string of holy beads, and also a 
pippala staff. (387) 

Here, as the items of attire are described, this is aharyabhinaya- laden 
(< abhineyam ,). 

That with samanya abhinaya is as follows: 
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By good fortune, finding my beloved ( Malati ), caught like the moon’s 
digit in the mouth of Rdhu, saving her from the strikes of this robber’s sword 
- anxious with fear, melted by pity, stunned by surprise, burning with anger, 
and opening with happiness, (imagine) how my heart must be! (388) 

Here, since all the four abhinayashave been made use of, this is samanya- 
abhinayar\a<\en ( abhineyam ). 

That with citrabhinaya is as follows: 

Dreadful darkness and lightning, doom like, now rising and now 
quietening, for a moment blinding the eyes! And how is it that my friend is 
not here? What is this? Wbat else? This lady who has mastered yoga is at 
work, employing her power! (389) 

Here, as the instructions for the gestures of hands and feet (stage direc¬ 
tions) have been given, this is citrabhinaya- laden ( abhineyam ). iSee 
Mdlatimadhavam, Act IX, v.54. The verse is interspersed with directions such 
as ‘observing’, ‘thinking’.) 

156. These twentyfour varieties of adornment of expression are 
capable of delighting the heart by the mere arrangement of words/sounds. 

Thus ends Chapter Two 

‘An Examination of Embellishments of Expression’ 
in the Treatise on Poetics named 
Sarasvatikanthdbharamm 
by King Bhoja. 






Chapter One - Variant Readings 


Title - Bhoja has given the tide 1 Sarasvatikanthabharanam’ to two of his 
works - one on Grammar and the other on Poetics. Biswanath 
Bhattacharya uses the title ‘Sarasvatikanthdbharandlankdrah’ to 
distinguish this work from the treatise on vyfikarana, since the author 
is the same. But as Bhoja does not qualify his work in this manner, 
and a perusal of the contents can easily distinguish this work from the 
other, the original tide has been retained. 

K. 1 - 1. APB reads 

Ex.2 - 1. KM reads These words mean ‘cloud’ and ‘pond’. We have 

retained the forms which can be interpreted only in the more rare 
senses, as the intention is to illustrate the fault of unfamiliar poetic 
usage. 

Ex.3 - 1. APB, BHU read cT5f; but ^ makes better sense, as the verse is a 
continuous description of the rainy season which saddens the lover’s 
heart 

2. KM reads 

3. BHU APB We have retained as 

this maintains the uniform use of verbs in the expression. 

K.10- 1. APB cTcpsqft 

k.i i -1. apb 

K13 - 1. KM fawG. 

Ex. 16 - 1. APB 

Ex. 17 - 1. APB, KM read Obviously the words have to be 

kept separate, as the intended sense cannot be made, and the 
unintended sense as well as faulty sentence construction will result 
if this reading is taken. 

2. KM 
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Comment - 1. APB BHU fiPTFpp%?TRT. The words have to be 

separate. So the KM reading has been taken. 



K.21- 1. KM W cftWf:. 


Ex.28 - 1. BHU reads WIT in the place of WThT: ■Ki-ifhcdet:. 

Ex.30 - 1. BHU reads in the place of ‘Wvtfd. 

2. BHU reads in the place of 

C mment - 1. All editions read But KM suggests on 

the basis of the tikd. So that reading has been taken. 

Ex,31 & chaya - 1. BHU reads probably on the basis of the tikd. 

2. KM 


Ex. 3 7 chaya - 


1. BHU reads in the place 



Ex.39 - 1. KM WW<T. 


Ex.40 & chaya - 1. APB, BHU read -'^pSflf^^^for 
2. BHU reads -ff^lftiet^for 

K.33 - 1. KM reads hfh: forf^Tfd:. 


Ex.44 - 1. KM-WR^-. 


Verse after ex,4 7 - 1. All the editions read The words should be 

separate to make the intended sense. And the source, 
Kavyadarsa, supports the emendation we have made. 

Ex.5Q - l.KM^sef:. 


Ex.54 - 1. APB 

Ex.59 - 1. APB CRwT ^ Whc[?l. 

Ex.60 - 1. KM 5W 

2. APB ■<wfa<imrqfHwn. 


Ex.63 * l.APB 
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Comment -1. APB 
Ex.66 - 1. BHUErT^TRT.. 

Comment * 1. All the editions have a full stop after this word -STOMcJ. Since 
the sentence is incomplete, it has been removed. 

Ex.67 - 1. APB 

Comment - 1. BHU, KM have a full stop after this word -jR'irqlq. Since the 
sentence is incomplete, the APB reading has been retained. 

Ex.68 comment - 1. KM has a full stop after this word 

Ex.70 comment - 1. KM STT'rRtfT-, BHU ^ieR u i-. 

Ex.79 comment- 1. APB, BHU read Obviously, the absence of looseness 

is possible only when all the consonants are not light, so 
the KM reading has been kept 

Ex.82 - 1. APB, BHU Ek^hc-mic-iMc). The reading retained makes better 
sense. 

Ex.84 - 1. KMElfr*nt: 

Ex.87 - 1. APB, KM KM admits that the tlkd takes the reading ■viP-MI. 

2. APR 
Ex.91 - 1, APB 

K.7 0 -1. APB, KM The reading retained expresses the idea of speech 

issuing from feeling, in a better way. 

Ex.l 13 -1. All the editions read qPcidi^cTR 1 !; The words have been 

joined on the authority of Vamana. 

Ex. 115 comment - 1, APB 

Ex. 126 - 1. All three editions read ftPTlfeRHT 3lfcT. The reading selected is 
presented in the Hindi translation by Kameshwarnath Mishra, 
and is supported by $isupdlavadhatn, from where this half-verse 
has been taken. 
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Ex.127 - 1. APB WS&:. 

Comment - l.APB Hl^f, 

Ex. 129 - 1. APB, KM - cT^ft wm- 

Ex.130- l.APB, KM ffRTllf-. 

Ex.131 - 1. BHU completes the first half of this example, taking the second 
half from the cited source, thus - ‘( cits^r hra: 

mv? if 

2. BHU supplements the second half thus - 

dll'll]11^33 If. We have retained the version in 
the KM and APB edns., as the piecing together of different portions 
in a single example is not uncommon in Bhoja (and other 
rhetoricians), since the object is to illustrate the guna or dosa or 
other feature of poetry that is being defined. To show them as 
the separate examples they are, they have been presented in 
different lines. 

Ex. 131 comment - 1. KM 3HlcH4l. 

2. KM 

3. KM 

K.95 - 1. APB, BHU cKlRdHf for The reading chosen expresses the 

acceptability gained by the fault under certain conditions. 

Ex. 133 & chayd - 1. KM dTeii^i, 

2. KM <=b<r1l^. 

Ex.141 - 1. BHU 

Ex.145 - l.BHUfe^f^:. 

Comment - 1. BHU f^:. 

2. APB^fa:. 

Ex. 146 comment - 1. BHU, KM 3FZPT3 for The reading retained expresses 

the idea of the words’ being used to indicate the sense 
in this instance better. 
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K. 101 - 1. KM 

K.107 - l.BHUTT^Tf^TPTt^:. 

2. BHU ^T:. 

Ex. 150 comment - 1. BHU 

K.111 - l.APB^T^mfNt. 

K.1 12 - 1. BHU, KM The APB reading dl^llftfF^TTfq is 

obviously the right one, as Bhoja is referring to the vaiying of 
types considered under both classifications. 

Ex, 160 comment - 1. BHU "5 dW. 

2. BHU %^vRTT^R. 

Ex.161 comment - l.BHU rf^. 

Ex, 162 comment - 1. KM 

Ex. 163 - 1. APB, BHUFTI3. 

2. APB "cT^nfFST. 

3. APB SUTTfFT ^T, 

The reading retained is borne out by the comment in BHU and 
KM. 

Comment -1. APB e u i?<riifcd4M!eH. 

2. BHU 

Ex. 164 - 1. BHU 

Ex. 165 comment - 1.BHU 'yiJ^d’ljfcT. In the Index this 

edition attributes this statement to the Mahabkasyam. 
Since the other two editions have the other reading, 
and since it is possible Bhoja did not quote this 
version, we have selected that. Besides, this ‘traced’ 
version does not make any material difference to the 
purport 


Ex. 166- l.KM-WRTI:. 
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■y<icjd1<+udl^T^ 

Ex. 167 -1. BHU, APB q«Hi^<aiPi<ri:. The reading selected bears out the definition 
of vi^amata better, and is supported by an early edn. of Kavyadarsa. 

K.124 - 1. KM 

K.126- 1.KM3TFTT: 

Ex.l 73 comment - 1. APB 3T5[ •uh'KI. 

Ex.175 - 1. BHU 

K. 13 1 - 1. APB ''KSmVh. 

2. APB 

3. KM 

Ex. 17 7 comment - 1. APB, KM 
Ex.l78 comment - l.APB 

Ex. 179 comment - 1. APB, KM 4^64^ for rlcp^Ffl^RPT. 

2. APB^T%Tfor^T^t 

K. 13 4 - 1. APB, KM dlHshHl. The reading chosen has been rightly suggested by 
BHU edn.. 

K136 - l.APB 

K137 - l.APB TTc^. 

Ex. 182 - l.BHU^fwfe. 

Ex. 184 - 1. APB, KM Thn°FTf^c[ ^TR)o|’. The reading selected seems to be 
grammatically more correct and is supported by the edition 
consulted, of Kavyadarsa. 

Ex. 187 comment - 1. APB, KM 3W<f>crc35fT The KM edn. remarks that the 

reading we have retained is supported by the fikcL It is 
also supported by the wording of the definition. 


Ex.189- l.BHU^fa. 
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Comment - 1. APB 
K.146- l.BHU^Tf^qfcT. 

Ks. 147-149- l.BHU presents these verses within inverted commas preceded 
by CWg:), as they are from Kavyadarsa. But the next one 
presented as a kdrika is also From the same work. So we 
have retained them all as karikas, as in APB and KM. 

K.150 - 1. APfe, KM The reading retained has the support of 

Kavyadarsa. 

Ex.202 comment - 1. All the editions read The emendation has 

been suggested, as the purport demands it 

K.153 - 1. APB, KM The reading retained conveys the purport properly 

and is supported by Vamana’s Kavydlankdrasutravrtti where the same 
verse has been cited. 


K. 154. l.BHU 
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K. 14 - 1. APB for'^TfeTRI^T^PPTr. The latter makes better sense, 

although the consulted edition of Kavyamimamsd has the former 
reading. 

K. 16 - 1. APB, KM read ^rf^rfcT: for 

Ex.8 - 1. APB reads <{] facing I and KM reads for cflRcbh^T The last is 

supported by Rudrata. 

K.18- 1. APB for ^Tc4. 

K.20 - 1. KM reads for 1. 

K.25 - 1. BHU ffFFsftfcT for WF«ftfcI. But Bhoja uses the general term and 
separately illustrates cftFR# and prose. 

Ex. 16 - 1. KM reads ^Pfaerffcl- for 

Comment - 1. APB for SRRFp^ll^. 

Ex.21 introduction - 1. BHU ^ for f?TT 

Ex.22 introduction - 1. APB, KM <pTT for 

Ex.23 - 1. APB, KM for which is supported by 

Mdlatimadhavam. 

Ex.24 - 1. APB for ^ in the prose part. 

Ex.26 - 1. APB 'IRlfol^tRT-, KMTWT^W- forWfWcK 
Comment -1. APB WTO- for 

Ex.2 7 - 1. KM, APB dftria- for ■dRid-. The latter is more suitable for the context. 

Ex.28 - 1. APB cicd- forPTd-. 

2. APB anf^%ct- for 3TIcrTfWrK 
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Ex.30 - 1. APB Wfe- for 7M7-. 

K.41 - 1. APB «c(vdl: forTT^rTf. 

Ex.45 comment - 1. APB, KM efSPPtp’l: for cTO^iciciVli The reading taken 

serves the purport better. 

Ex.48 introduction - l.APB for 

K.49 - 1. KM for 

K51-1. APB, KM <i4l£< u iHlelWi for The reading taken expresses 

the purport better, 

Ex.58 - l.APB for 4T^T. 

Ex.61 - 1. APB, KM TT for Ml. 

2. APB, KM TflcR^T for 

The readings selected make better sense. 

Comment - 1. KM, BHTJ for f^rfbRFTT. 

Ex.62 - 1. KM, BHU cicH^fo-. But =f3[cf seems to make better sense. 

Comment- l.APB stops at *#TfcT:, taking to introduce the next example. 

Ex.63 introduction - 1. APB 

Ex.65 - 1. KM •sP^ci for 

Ex.67 comment -l. KM -tfedr^icf for -Tdac^Pf. 

Ex.71 - 1. APB f° r 

Comment - 1. APB for 

K.55 - 1. APB, BHU for But the meshing is of 

the sentences, and the meaning provides the justification. 

Ex.7 7 - 1. KM 7^4 for cpt 

Ex.78 chaya - 1. BHU, KM But the words should be joined in 

compound, as is evident from the comment 
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Comment- 1.BHU cTf^Trfll 3Tfaf|ftetf4for cltoW^fq. 

2. KM for WPP. 

3. BHU 3|;plH?|cK*TI for ^Wu^RrqT. 

4. KM fcR^I^ for f^R^SJRcTT. 

5. APB I for elfsicR. 

6. APB for tsU-s^ci. 

7. This verse has been numbered in the BHU and KM edns. 
But as it has been presented as a general quotation, we have 
not numbered it. 

8. KM JR3JR. for WR. 

Ex.80 comment - 1. KM for y^Kinldi. 

Ex.82 - 1. APB for 

Comment - 1, KM -dMMKHI^for --iMKHH. 

2. APB 

Ex.86 APB, BHU -^RRT for-m 

Ex.89 - 1. APB TRhft for 

2. APB for 

Ex.92 comment -1. KM,BHU for 'H^a4TWf. 

2. KM °RTfh for 

K58 - 1. APB, KM *JT ffrT: for ^TS5<?fo : . 

K60 - 1. BHU, KM H for m. 

K61 - 1. BHU, KM -iTWTnRtT^ 33^: for -strewed:. 

Ex.101 comment - l.KM^Tp: for TPjJ*:. 

Ex. 106 - 1. APB for VSRflKfllWI:. 

Ex. 107 - 1. APB, KM Wti, BHU TO The commentary seems 

to read 4R41 and interpret it as ■H^i. So TO 1 has not been kept 
separate. 
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Ex. 109 - 1. BHU for 

2. BHU ^ cPT for HcR. 

Ex. 1 10 - 1. KM =blM ?JT for 

Ex.l 16 - 1. KM ^RT for #Ri. 

Ex. 117- 1. APB <^e@RTSF^T for 

Comment - 1. KM, BHU for Wtef. 

Ex. 120 - 1. KM for 

Ex.l 32 comment - 1. KM «fiWRl: m. for STTWffi: I m. 

Ex. 133 - l.APBMWtforWT^. 

Comment - 1. APB, KM for srfti 

Ex.l37 introduction - 1. KM "g^RR^d for 
Comment - 1. KM ^RTfrqi for 

Ex. 139 - 1. BHU, KM ^R^EfelffeR:, APB PH^T^ Rf^H:. is taken, 

with the support of Kavyadarsa. 

Ex. 140 comment - 1. KM, BHU read ^foz^ APB reads 

The emendation has been suggested to make better 
sense. 

2. KM for 

Ex.l 41 - 1. BHU, KM, APB read The words have been joined to 

make better sense. CO edn. supports this. 

Ex.142 introduction- 1. KM, BHU Obviously 3i«Uc,'^gis intended. 

Ex. 143 - 1. KM, BHU dMl 4 beiicd) for RHT^RTTvftTf^ 11 !.. 

Ex.l 44 - l.APBfoffafor'fop. 

Ex.l 46 - 1. APB, KM for TcTHf41. 

Ex. 15 1 introduction - 1. KM ^ without 3?«Fi in between. 
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Ex. 162 comment - 1. KM, BHU BUFFTTefa for S^TFFfTetc^T^T. 

2. APB for 

Ex. 16 4 comment - 1. APB has no cp?T. 

K.72 - 1. APB sqro- for ^TKT-. 

Ex. 166 - 1. KM ^TTrTSFTt' for ef8?ft 

Ex. 167 comment - 1. APB cT^ for cl^f. 

Ex. 170 comment - 1. KM for l^TF-TT^. 

Ex. 171 comment - 1. KM for 

Ex. 172 introduction - 1. KM -M=bPie'i=H not 'Q^K«[f4FT^4. 

Ex. 177 - 1. BHU has ‘%?UFcTt for fcRUR^, on the basis of the tika, even though 
all the earlier editions have the latter. 

Comment - 1. KM for ^#ETT-. 

K.76 - 1. APB ^Ft3 for 

K.77 - 1. KM for ^PRTfeT. 

Ex. 178 introduction - 1. KM for 

Ex.l79 - 1. APB ^hnf^r for 

Ex. 180 - l.APB^^for^fer^. 

Ex. 181 - 1. APB for Pf^t 

Ex.184 - l.APB-fo^: forf^t:. 

Ex. 185 - 1. BHU for "3^eTcf-. 

Ex. 187 introduction - 1. APB not 

Ex.l 88 introduction - 1. APB, BHU sfnfl for 

K.79 - 1. APB for 

K.82 - 1. APB cUcKJc^iq) for 
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Ex. 192 - 1. APB, KM for 

Ex. 193 - 1. APB for Trfff^Ff 

Ex.195 comment- 1.KM n*i d’Hp'l'ifor oqooUMMd^PVi. 

Ex. 199 - 1. APBPccfTfor W- 

Ex.201 - 1. APB ebRdcbi'Wdi for cbR'idi'Wdi. 

K.88 - 1. APBTPje^forTPJH:. 

K.89 - 1. APB, BHU ^if^Pd: Since it is the classification of the 

anuprasa, based on the manner of repetition, that is being intended, 
we have taken the KM reading. 

Ex.203 - 1. KM for ^ 

2. KM sjRhu for ^HePsll. 

Ex.204 comment - 1. KM leaving out ‘^RR^R, 

Ex.205 comment-1. KM for 

2. BHU, APB PrlWdlr^dl^T for ' RrlNcilc^d l '^ f 

Ex.206 - 1. KM 'grcTT ^vn°R^IT: for $<ni'H 3 >dl c H«&i:. 

2. KM 'jTcT^FTRT: for 'dd^<"Hl r dl:. 

Ex.207 - 1. KM TTfcT^R for sfifrr. 

2. BHU 3TRt for 

Comment - 1. APB ^ fo r 

Ex.208 - 1. KM W\ for w4 

Ex.209 - 1. KM WPimPT: for H*K>II ^PTT:. 

Comment - 1. APB for 

Ex.210, introduction - 1. KM for 

2. APB not tW^fcT: 4TPSRFJM1:. 

3. KM for 3#f. 




374 WWdl*ud|VRTJP^ 

Ex.2 12-1. BHU, KM <fcrf for <fcr? 3TWm. 


2. KM RsU for %T. 

3. BHU, KM for 

Ex.213 - 1. BHU, APB ePHdcf for cPRcTcf. 

Comment - 1. APB 4T Wlt^snWf for M 

K.91 - 1. APB UWTO for WTWTTT. 

Ex.217-1. APB, KM for 

2. APB, KM forfwwUJpf The readings taken are supported 

by Raghuvamsam. 

Ex.2 20 - 1. APB I^RRfTSfq for TutETlS^. 

Ex.222 -1. APB, KM for 'HMidX which seems to be more appropriate. 

Ex.223 & chaya - 1. KM ‘4>H<n u l3UTr PT ^3mT for ^PeUfSprfr ^TT '^ni3T u TT. 

2. KM diHdH'MHI TfT for «bHdc|«HI TTT ^PPTT. 

Ex.2 2 4 - 1. APB RlUdm for PlftplUT. 

Ex.225 comment - l.KM^fl: WTt: for s4lf4. 

Ex.2 26 - 1. APB, KM -Pf^RUfKRT- for 

Comment - 1. KM 3Pprrat for 

K.95 - 1. KM ■qra^cfl for 4^<dl. 

K97 - l.APB^TRt, KM^TFfffor^:. 

Ex.230 comment- 1.APBIg^RT:, KM ~&n &mi 414 fjj^fad: for 

2. KM gives the reference *6 I ^ I ^ l* for ^WERFT. 

Ex.23 2 - 1. KM 3PFE1 for SEFfd, 

Comment - 1. APB for srTPt^ 

Ex.23 7 comment - 1. BHU 4TW4™, KM » for 

2. APB for fm. 
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Ex.239 - 1. KM for 
K.98 - 1. APB tal for fta 

Ex.240 comment - 1. KM dtaifecd for dtacqlfe 

2. KM for 

3. APB - ynffe for - M4c4HPw. 

Ex,242 -1. KM fevSTcFT- for -f^TePTf^FWRT-. 

2. KM feta ^, APB feta ^JTd: ^R: for 

Ex.243, prose before - 1. KM I fsdfel... for °£R<T:, "Rsfet... 

Ex.244 - 1. KM -THfe- for -tacT-. 

Ex.245, prose before - 1. KM ynW for °4m: TRCcf. 

Comment - 1. KM ^ for -^fer.. 

Ex,248. introduction - 1, KM ^'W^NI'Wjyrl, not H e *i^ c f^ u ii, 

2. BHU, APB for taf. 

Ex.249 comment - 1. KM fefe for 

2. APB 4 ^ tafehjta for R I 

4 r 

Ex.250- 1. APBtaff|^Tfor Tffeq^T. 

2. KM for 

Ex.252 - 1. The four emendations have been suggested after Vamana, since 
sense can be made only by introducing these gaps between the 
words, and Bhoja’s intention is not violated. Vamana reads Stfe 
foryrar. 

2. KM reads for 

Ex.256, prose before - 1. KM for W^THFf:. 

Ex.258 - 1. BHU, APB UiPrid- for PelRsIri-. The latter is supported by 
Malatimadkavam. 
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Ex.264 - 1. KM RdoMd for ^Icdcri. 
Ex.274 - 1. APB d J ldkf for ^FFlcf. 
Ex.275 - 1. KM TFfcFfTWnfTT for 
Ex.282 - l.KM^jl^for 
Ex.283 - 1. APB Wim for W. 
Ex.285 - 1. APB •du^bK for -deHiK. 
K.109- 1. APB m WWim for 


Ex.286 - 1. KM ^TFFFR for •HMHMH. 

K1 10 - 1. APB Trftm for 
Ex.287 - 1. APB AHdiM<Kfn for RTT m 
2. APB mWd for tHK^fd. 


Ex.289 - 1. APB WT for 4^TT. 

Ex.290 -1. APB, KM, BHU read 7? c^. 4frtj has been suggested following 
Sisupalavadham, 

2. KM '3^ for '3^4. 

Ex.291 - l.APBc^ffor^? 5 !. 

2. APB TjcRi, KM 1 ^ for ^ 

Ex.293 comment - 1. APB yfci'lr4i J iRi'«Tt for T TrRfc^FM tt Ti. 

Ex.298 - 1. BHU TO (41) for TO 

Ex.299 introduction -1. APB cJtfj-Mci, not 

2. APB 4Tf forRL 

3. APB sRfte for Wife 

K.115 - 1. KM TOl for T RR. 


Ex.300 - 1. APB TFI^f^T for TFTrffer. 

2. APB qfeT ^1471 -Hldlddell'Hdil for cffe'MWI TOTT 
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K116 - 1. KM for dR'V.. 

Ex.3Q3, introduction - 1. BHU for 

2. APB, KM for -icKIcf 

Ex.305 introduction - 1. KM for 

K.1T9 - 1. APB, KM 3T^tcRFnc^for aPTcTTORI, 

2. APB, KM fafafeci- for pfciPPf . 

Ex.307 - 1. APB RfoTHT for PTdT P. 

2. APB for pt 

K.121 - 1. APB, KM for ^T. 

Ex.309 - 1. BHU tiTOciHT^for 

Ex.312 - 1. KM, BHU PlfecTlfd for PTfellfd. 

2. APB, KM for T^idlE^d. But in the pictorial representation 

KM reads 

3. APB STWT'rRdt for SPnPPP#. 

Ex.3 13 - l.APB^Tfor ^T:. 

Ex.315 - l.APB KM ^<<^d^^iHd(c|R>ic;M^for 

2. KM ^4: for 

Ex.3 16-1. KM ^4 for ^P:. 

2. APB #?Fq for WV. 

3. APB, KM TPPP: for TPPP:. 

Ex.3 18-1. BHU for efcTK^T. 

Ex.319-1. APB ?rfPP for ##. 

Ex.3 20 - 1. KMP'dlH^Hl for P^TPfcR. 

Ex.3 21 - 1. APB, 3FFS for P^. 

2. APB, KM ^ for <fli 
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Ex.323, introduction - 1. KM for 

2. APB, KM WSTT for ‘Sm 

3. APB WU for ^FRT. 

4. APB WHT (cKiHI for 

Ex.328 - 1. APB, PCM ?rf^ ^IT for ^TT. 

2. APB for ^ ^farTT. 

3. APB ^^dVsJfcdd!:, KM ^^r^frfcTT: for H^Wf^cTT:. 

4. KM siWHVHlciPddl for ^w^MtMfdfjidl. 

5. KM -dcfl^-dR^: for -dRcb-q<£L 

Ex.329 - 1. KM for TJSfB. 

2. KM for 'fsfH. 

Ex.330 - 1. KM for 1^. 

2. BHU f*tf?%for #%%. 

3. APB, KM for 

4. APB for 

K.131 - 1. KM Ml?.. for^^TteU 

Ex.331 - 1. APB, KM for #T. 

2. KM arfafcT for Mrt. 

3. APB, KM, BHU for which is cited as a variant reading in 
BHU. 

4. KM ^ for^T. 

K.133 - 1. KM ^drf^TI for^Ul41di. 

Ex.332- l.KM^t: for^&:. 

2. APB, BHU ^1: for yfc. 

3. KM for «$. 

4. APB -sfURTfor the last line. 

5. KM ends the verse after the first two lines, and gives a slightly 
altered version of the next two lines, followed by the explanation 
from the tika as Bhojds comment 
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K137 - 1. BHU, APB RBtSRTTfP: for 
2. BHU, APB R4TP1 for 

K.139 - 1. APB KM ^rcfipRdd tor FRrdfPKid. 

K.142 - 1. KM ^ ^dldfopft for 

Ex.337 comment - 1. KM ^Fffcra^ll for M^TT: II 

Ex.3 40 - 1. APB R: for t$:. 

Ex. 342 - 1. KM for 

2. APB M for TRrfjflfl. 

Ex.343 comment - 1. KM ydfoHHfa for MPRHfSJT AR 

R^rRlf^Rk^TWI. 

Ex.344 comment - 1. KM ^^R^nlfoKiyc^lVi^ri for ^R^dlfdPiJr^fVi'RT. 

2. KM RRRRMlfRT for RRRRWIMfR.... 

3. KM Pq^fonql^ciicKiR. 

Ex.345 comment -1. KM for 

Ex.349 comment- 1. APB dhfd^fd for ^Ri^fd. 

Ex.351 comment - 1. I<M wl<=hfo<^ for ?#^RRFT, 

K. 145 - 1. APB, KM for 

Ex.357 - 1. KM, BHU RTRT for tphfRMT. 

2. KM fills the blank with Ofa^difHcf WfcT:). 

Comment - 1. BHU, APB ^eft^ for fftt I 

Ex.358 comment - 1. APB, KM "3 RRfo for ^4)4f u l. 

Ex.360 comment - 1. APB, KM ^^RTTlfd for ^7feYd. 

Ex.362 - 1. APB, KM^jyffostfo: for 

Ex. 363 - 1. APB 9FRtT forFRtt. 

Ex.365 comment - 1. APB fWTeftctefo UTeftc^lct^r for fwidlc^rl^trR 
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K.151 - 1. KM, APB ^ for BHU has added the 5 keeping the 

context in mind. This distinguishes the ^RT^from the earlier 
in which the emphasis was not on sound. 

Ex.3 7 3 chdyd - 1. KM for °TUTt ^°FftPTT. The separation is supported 

by Karpuramanjari, but it reads ^FTt 


Ex.3 83 & chdyd - 1. KM <pFT3TT 



2. BHU R for - ^ 11 !. 


3. KM not repeated. 

4. BHU R for ^R. 


K. 155 - 1. KM^f^nfWTT: for 
Ex.384 - 1. APB for 



Chapter One - Notes 

karika 1. Dhvani, varna, pada and vakya are the manifest forms in which 
speech is perceived and so they are being conceived of as the abodes in 
which Speech resides. Emanating through the stages $uk$ma onwards, Speech 
takes her abode in dhvani, varna, pada and vdkyam and Bhoja offers his 
worship to this Speech. This verse could also be interpreted this way * Bhoja 
offers his worship to Speech through the various stages of speech - sukfma 
etc. 


The several schools of Kasmira Saiva philosophy seem to have added 
para and / or suk$ma to the three stages of articulation, which the philosophy 
of grammar spoke of, as pasyanti, madhyama and vaikhari. (‘ Abhinavagupta, An 
Historical and Philosophical Study 9 by K.C. Pandey, pp.497-504.) Dhvani or 
the sound of language is placed in the madhyama stage, where it is articulated 
into words bearing meaning. Actual, ephemeral utterances of these 
meaningful sounds belong to the final stage of vaikhari (‘Indian Theories of 
Meaning’ by K. Kunjunni Raja, p. 15, pp. 147-148.) Although ‘ vamaH ' in singular 
number would be in keeping with the three other words in this expression, 
namely, ‘ dhvaniH , ‘padarri and ‘ vdkyam the plural * varnaK seems to suggest 
that a single letter cannot effectively convey ideas in the written form. 

Karika 2. Bhoja speaks of what good kavya is, without formally defining kdvya 
as ‘the fusion of sabda and arthd and so on. Right at the outset he enunciates 
all the conditions that must be fulfilled for a piece of writing to be worthy of 
being called poetry. Poetry should be flawless, of high quality, strikingly 
expressive, filled with delight, particularly the joy of human experience. In 
the very first statement about poetry he has brought all earlier thought on 
poetry and drama together in a unified conception, by declaring that poetry 
must be infused with rasa. In this succinct introduction of his subject Bhoja 
presents the contents of the entire work, in the order in which he intends to 
take them up. 

Karika 3. While the earlier writers have described various forms of poetry 
first and then taken up gunas, doyas and alahkaras, haphazardly, Vamana 
deals with these systematically. Carrying his method further, Bhoja considers 
the faults to be avoided, first This is as it should be, for faults are a hindrance 
to the reading and enjoyment of poetry. 

Vamana has referred to dosas as the absence of gunas, and Bharata has 
spoken of gunas as the absence of doyas, but neither has elaborated the idea. 
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(KASV,II,1,1; NS.XVI, 95.) Dandin has at some places defined a guna as the 
absence of a do$a. Bhoja merely enumerates the do$as, and it is in the course 
of his exposition that we find that some faults are considered as the lack of 
certain desirable qualities. 

Bhoja incorporates Vamands ideas without strictly following his system 
of classification. The faults are dealt with under four heads by Vdmana, who is 
the first writer to consider the two aspects of poetiy - expression and import 
- separately. While he speaks of pada and padartha, vdkya and vdkyartha, Bhoja 
does not retain the categoiy of padartha. The reason could be that, excepting 
for a few like ‘ kaytarri , the faults of pada have been conceived of in relation 
to the sense to be conveyed, by Bhoja. Again, the ‘sense’ or ‘import’ would be 
yielded by the whole expression, and the connotation of a word cannot be 
judged to be faulty, apart from its denotation in this whole. 

Karikds 4-6. Exhaustiveness is the chief characteristic of Bhojds treatment of 
all the topics under which the subject has been studied. To the traditional 
number of ten flaws which Bharata and Dandin have enumerated under 
different names, Bhoja adds all the detail which Vdmana has contributed, to 
arrive at the favourite number twentyfour, although the last nine are all 
considered under one head. 

Karika 7ab, ex. 1. Asadhu is defined in the manner of Vdmana. (KASV,II,I,5.) 
The verse humorously illustrates this fault, as the weight does not cause as 
much pain as the wrong word ‘ badhatV. 

Karika 7cd. Grammar ensures technical correctness alone. The correctness 
from the point of view of usage by poets is something beyond the purview of 
its rules. Bhamaha mentions ‘ aprayuktard and forbids it as it will create 
confusion in the mind. (KAB,VI,24.) Dandin combines both incorrect form 
and unpoetic usage under sabdahinam, by defining that fault as ignoring rules 
as well as practice in the employment of words. (KAD,III, 148-151.) 

Vdmana mentions aprayuktam while explaining the fault of ekartham and 
its exceptions. Whatever is current in common practice <prayukte$u> is accepted, 
e.g., sfavanakundalam is accepted, not nitambakahci; karikalabhah is allowed, 
not utfrakalabhah. (KASV,II,II, 19.) 

Bhoja counts susabdata or the ingenious use of various grammatical forms 
of a word as a guria. That could be put under the fault of aprayuktam if it strays 
too far away from poetic practice. 
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Ex.2. The reading ‘ sambah kambarri is better, as this usage is more abstruse 
though correct otherwise, as compared to kambah (cloud) and sambam (pond). 

Karikd 8ab, ex.3. Vamana uses the same term kajtam and defines and illustrates 
it in a similar way. (KASV,II,I,6.) Bhamaha speaks of the various ways in which 
the words employed in poetry could offend sensibility, by sounding harsh, 
for one thing, and by giving rise to unpalatable senses, for another, and he 
refers to the former by the term srutikastam. (KAB,I,47,53.) Dandin refers to 
bandhaparusyam (harsh-sounding composition) while speaking of the anuprdsa 
which must be avoided. He speaks of anifthuraksaraprayam as the characteristic 
of sukumaram or pleasant sound, which must be striven for in composition. 
(KAD,I,60,69.) 

Karikd 8cd, ex.4. Vamana defines anarthakam in the same manner, and adds 
that not only particles, but also other words could be found, employed in a 
similar unnecessaiy manner. But he also shows in an example that such 
particles can be really meaningful, (KASV,II,I,9.) In our example the excess of 
indeclinables mars the effect of the meaning. 

Karikd 9ab, ex.5. Under anyartham, Bhamaha shows how a prefix completely 
changes the intended sense and he presents a similar example. (KAB.1,40.) 
Bhoja follows Vamana in defining this fault. Vamana explains that using words 
not in their established sense, but in another sense with the support of 
etymology, constitutes this fault, (KASV,II,I,12,ex.) Rudrata brings this under 
asamarthyam. He explains that if a word is established in a conventional sense, 
it cannot be employed in another sense which is supported by etymology. 
(KAR,VI,6.) The meanings ‘bearing fully’, ‘remembering very much’, etc. are 
meanings derivable through etymology, i.e., by breaking down the words 
avahati, prasmarati, etc. into their component roots and affixes. But the 
etymological meaning which can be arrived at and the conventional meaning 
in which a word is used are not necessarily one and the same. 

Karikd 9cd, ex.6. Rudrata mentions an aputfartham while enumerating the 
faults which poetry must avoid. Namisadhu interprets it in the manner of 
Bhoja and illustrates it with a similar phrase. (KAR,II,8.) 

Karikd lOab, ex.7. Here the first two mistakes in the illustration could well 
be covered by the fault anyarthakam seen above, and the last two could come 
under loka-virodha or contradiction of common fact or usage. The 
commentator tries to explain that in anyartha, the fault arises because the 
rudhi or conventional sense has more claim on the word than the yaugika or 
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etymological sense. Here, in asamartham, the yogarudki sense has more 
weight than the etymological sense. 

Rudrafa uses the term asamartham to cover a number of reasons why a 
word fails to convey the sense intended. These would come under the faults 
aprayuktam, anyartham and sandigdham of Bhoja. (KAR,VI,3-6.) 

Karika 1 Ocd, ex.8. Vamana contrasts gramya words known only to common 
people (which Bhoja names desya) to apratlta words known only in technical 
works. He illustrates this fault with the same example. (KASV,II,I,7-8.) Rudrata 
considers samsayavat or ambiguous phrases and manoeuvred synonyms under 
apratltam. Himahd could mean the sun or fire. Asvayosinmukharcisman has to 
be interpreted as vadavamukhanala. (KAR,VI,11-13.) 

Ex.8. The verse is a hero’s cry to the heroine, acknowledging his failure. The 
word rupaskandha is a technical term used in the Bauddha texts. We have not 
translated it fully or exacdy, as that would occupy too much space, and the 
purport of the verse does not require it. The word used for ‘cannot do without’, 
‘nantarvyakard, is again a technical term. 

Karika 11 ab, ex.9. Vamana speaks of obstruction in arriving at the sense in 
klUtam. (KASV,II,I,21.) Bhoja takes his definition, ‘ vyavahitarthapratyayarri , into 
his comment. 

Karika 1 led, ex. 10. Bhoja follows Vamana in defining and illustrating this 
fault and completes the verse. (KASV,II,I,14.) 

Karikdl 2ab, ex. 11. Vamana defines this fault as kalpitdriham, and gives a 
similar example in which some of the words in the above example occur, 
and adds a similar explanation. (KASV,II,I,13.) Bhoja expands the idea of 
kalpana. 

In his book on do$as, Bechan Jha gives an explanation of how the sense 
has to be drawn out from this verse. The word pankti is the name of a ten- 
syllable metre and so used to indicate 1 dasd. ‘Anekajd could mean tooth, 
brahmana or bird. Here it is used to indicate a particular bird ‘ cakravakd in 
order to draw out the word ‘ cakrd so that the bearer of that, namely ‘rathd, 
can be indicated. The bearer of cakra could also indicate VisniL "TuK indicating 
‘son’ has to be interpreted as ‘ Laksmand , not any other son of Dasaratha, ‘Part 
of the face’ could mean any part of the face but here it indicates ‘ hand (jaw) 
in order to bring in Hanuman. The word kausika denotes uluka (owl) as well as 
Indra, Thus uluka is made to indicate Indra and Indrajit is spoken of as Ulukajit 
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(Concept of Poetic Blemishes in Sanskrit Poetics, p.77.) 

The faults klistam and aputfartham also share this lack of 
straightforwardness. Neyartham seems to be the most complicated mode of 
round about expression and apustartham the most simple. 

Karika 12cd, ex. 12. Bhamaha and Dandin speak of the fault of samsayam, and 
the latter points out how it becomes a merit when ambiguity is really intended. 
(KAB,IV,i, 18,19; KAD,III, 1 25, 139-41.) Vamana considers sandigdham under the 
vakyadosas and illustrates it with an example in which he points out that the 
reading cannot be determined without the help of the context. (KASV,II,II,20.) 
Ambiguity or uncertainty of meaning is considered by Rudrata under the 
faults of asamartham and the samsayavat kind of apratitam, (KAR,VI,7,11,12.) 

Karika 13ab, ex. 13. Rudrata calls the word which can easily convey the opposite 
sense ‘ viparitakalpanam padam and cites ‘ akdryamitram' as an instance. 
(KAR,VI,16.) 

Karika 13cd, ex. 1 4. Rudrata names this fault asambaddham and gives a similar 
example. (KARXI,8.) 

The adjectives used for the ocean would be to the point if they showed 
the immense vastness of the ocean, but here they state qualities which are 
irrelevant. 

Karika 14ab, ex. 15. Rudrata defines the term desyam in the same way, and 
cites ‘ madahd as an instance. (KAR,VI,27.) 

Karika 14cd. Bhamaha speaks of srutidusta, arthadu$ta and kalpanadu$la words, 
which give objectionable impressions, by having other repulsive or shame- 
causing meanings or by unfortunate juxtaposition or by hinting at an 
objectionable import (KAB,I,47-52.) This fault is given the general name 
aslilam by Vamana and it includes the three harmful effects of shame, disgust 
and inauspiciousness. He speaks of two kinds of aslilam - the expression 
having another sense which is objectionable and one causing the memory of 
an objectionable meaning. (KASV,II,I,15.) Bhoja considers the employment 
of words which directly convey an offensive sense also, and illustrates these 
three threefold grdmyams elaborately. The earlier authors probably flinched 
from assuming that a poet would deliberately use these expressions, and 
only pointed out the unpalatable effects he may produce inadvertandy. 

Karika 15, ex. 16-18 describe and illustrate the first type of gramyam which 
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is shame causing. 

Ex. 17. Yd bhavatah becomes coarse when joined together as ydbhavatah... 
Dandin points out that the word with ‘ yakard should be specifically avoided 
in describing love sports. And he adds that words which are in themselves 
not coarse, by juxtaposition yield these, as in this example. (KAD,I,65,66.) 

Karika 16, ex. 19-21 explain and illustrate the uneasy effect created by 
words which express, bring in or cause the recollection of inauspicious senses. 

Karika 17, ex.22-24 describe and illustrate the employment of words which 
directly or indirectly cause repugnance. 

Karikas 18-20. Now Bhoja lists the vakyadosas. Four faults of upama are 
considered under these. The upama faults have'been listed while delineating 
that alahkdra by Bhdmaha and Vamana, and under the arthadosas by Rudrata, 
but Bhoja considers them under two heads - expression and content Logically 
he keeps the external faults of gender, number, numerical shortfall and excess 
under the vakyado$as , and reserves the matter of comparison for consideration 
under the vakyarthadosas. As he points out later, faults can occur in all figures 
of speech, and he is considering them under upama only because it is a 
paradigm of embellishment and comparison is the source for most other 
alahkdras. 

Another elaborately considered fault is the aritimat, under which the 
lapse from the gunas considered as essential for good poetry, which Dandin 
praises the Vaidarbhi riti (style) as possessing, are described. Of the ten 
traditionally accepted gunas, samadhi is left out, but the lapse from the other 
nine are considered schematically under three heads, three belonging to 
expression, three to sense, and three to both. As nine lapses are considered 
under this 16th. fault of aritimat, Bhoja arrives at the total of twenty-four 
vakyadosas. 

Karika 21 ab, ex.25. Bhdmaha and Dandin speak of sabdahinam as grammatical 
error. (KAB,IV,22,23; KAB,III,148,149.) This fault covers the fault of asadhu 
seen earlier. But Bhoja makes a fine distinction between the two. Asadhu shows 
the fault in the formation of a word which does not necessarily affect the 
whole sentence. Sabdahinam shows the fault in a word in relation to the rest 
of the sentence, i.e. in sentence construction. In this verse which describes 
Arjunds battle with Siva in Kiratdrjuniyam, two such faults are found by Bhoja. 

Karika 2 led, ex.26. Vamana speaks of apakramam as a fault of vakyartha, in 
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which the sense is presented without keeping the proper order. He gives the 
same example, and interprets krama as (1) the right arrangement of the words, 
which is lacking in relating fame-and-might with sun-and-moon; and as (2) 
enumeration in the order of importance, which is lacking in the horse-elephant 
sequence. (KASV,II,II,22.) Bhoja brings both ideas of krama into his definition, 
by referring to one as the word-order and to the other as the sense-order. 
His commentator supplements that, although it is the latter that is upset in 
the horse-elephant enumeration, the fault is in the misarrangement of Lhe 
words (and so this is a vakyado^a). 

Kdrikd 22ab, ex.27. Dandin only speaks of the visandhi of the first variety and 
defines it as the poet’s whim, ‘I will not join the words’. (KADJII, 159.) Vamana 
speaks of the otherkind of visandhi also and includes under it aslila and ka$ta 
results of coalescence. (KASV,II,II,7-8.) Rudrata also brings in the notion of 
viruddhartham or undesirable sense in the concept of visandhi (KARA 7 !, 14.) 

Bhoja follows Vamana in describing visandhi, but does not refer to the 
resultant aslilam in some sandhis. Visandhi is being considered under the 
vakyado?as, and so Bhoja points out only the sense of incompleteness and the 
ugly effect on the sound left by the two types of visandhi So he takes one half 
from the first example and the single line of the second and combines them 
in his illustration of both types of visandhi making slight changes in the 
expression. (KASV,II,II,8 & ex.) 

Kdrikd 22cd, ex.28. Bhdmaha and Dandin call this fault ekdrtham. Bhdmaha 
brings punaruktam under ekdrtham, which he defines as the repetition of a 
word or sense. Saying that he will not illustrate it, he mentions its ceasing to 
be a fault in fear, sorrow etc.. (KAB,IV, 12-14.) Dandin defines it as the repetition 
of what has already been expressed, word or meaning, without saying anything 
new. (KADJII, 135,136.) His example of ekdrtham has been borrowed for 
punaruktimai but with slight changes, as Bhoja distinguishes between the two 
kinds of repetition. Bhoja considers the repetition of word or sense within the 
same expression as the vakya fault of punaruktimai and reserves the term 
ekdrtham for the repetition of the sentence purport in the entire work. 

Kdrikd 23ab, ex.29. Abhinava illustrates one variety of the fault bhinnartham 
mentioned by Bharata, with a similar example, saying that it is excusable. (AB 
on NS.XVL90.) 

In poetry words do not necessarily occur in their proper places, but this 
would constitute a fault only if they are too scattered. And in languages like 
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Samskrta the word-formation itself determines the relation between the words 
in a verse, and the order of their occurrence can, to a certain extent, be 
overlooked. 

Ex.29. The verse is quoted by Dandin to illustrate the prahelika named 
vyutkrantd, (KADJII, 1 10.) 

Karika 23cd, ex.30. This fault is mentioned by Rudrata who points out that 
this mix up makes the expression meaningless. (KARAT41-42.) 

Karika 24ab, ex.31. The commentary Ratnadarpana explains the two three¬ 
fold classifications of words. Taking up the first group, Ratnesvara identifies 
prakrtistha, komala and kathora classes, respectively, with (1) a profusion of 
long syllables and simple conjunct consonants, (2) predominantly short 
syllables and (3) syllables lengthened by anusvara, visarga and by conjoining 
several consonants. 

Udbhata uses the terms parusd, upandgarika and gramya to describe vrtti 
or phonetic structure in kavya, on the basis of which alliteration can be 
composed. His commentator adds that komala is another name for gramya, 
(KASS,I,4-6.) Obviously the term kathora can be linked with the term paru$d 
This probably inspired Ratnesvara to offer an explanation on the basis of 
phonetic structure. 

But from Bhoja's own words, one does not get the impression that the 
reference is to syllabic structure, either here, or when he illustrates the fault 
as an excellence later. There he gives a long explanation of the varying of 
word usage, and the order of enumeration and his use of ‘or’, points at the 
identification of prakrtistha with gramya, komala with upanagara and kathora 
with nagara And from the words in the illustration which he identifies under 
these classes, no connection can be established between phonetic structure 
and these descriptive terms. Besides, he deals with phonetic structure under 
the sabdaguna of samatd, where he adopts the terms mrdu, sphuta and misra, 
following Dandin, 

Ratnesvara then explains the nagara, upanagara and gramya classification 
on the basis of the commonness or popularity of words. Gramya words are 
very familiar, nagara words are well known in scholarly circles alone, and 
upanagara words fall between these two classes. Bhoja uses these three terms 
in these same senses later when he classifies sruti-anuprasa. Earlier, Vamana 
has spoken of gramya words, as those used only in common speech by people, 
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as contrasted with words used in deliberation in s astro. (KASV,II,I,7-8.) 

Dr. Raghavan explains that the choice of words from these classes 
depends on the character and situation portrayed. He adds that, in the 
Srhgaraprakds'a, the choice of the language ( SamskftCL, Prakrta, etc.) unsuitable 
to the situation and the characters involved, is called apadam. (. Bhojds Srhgara 
PraM6z,pp.231-232.) 

Karika 24cd, ex.32.This faultis described by Rudrafamih the same example, 
with slight differences. He adds that parenthesis makes the approach to the 
meaning difficult. (KAR,VI,43-44.) 

This particular example could be faulted if it were meant to be a 
statement But the complexity brought in by the breaking off of one sentence 
to draw in another arrogant one, seems to make the expression more 
interesting and alive. 

Even in discursive language parenthesis is seen to be employed. (See 
KAD.1,5.) 

Karikas 25,26, ex.33-37, Bhoja takes up the faults in simile construction 
which Bhdmaha and Vamana mention, but he considers them in a more 
systematic way, dividing them into those which belong to the expression of 
upama, and those which belong to its content He deals with the former now 
under vakyadosas and the latter under vakyarthadofas. The first group of faults 
consists of the various mismatches - in gender and number, and in the number 
of similarities considered. Bhoja borrows the first example from Bhdmaha 
here. (KAB.11,53.) 

Dandin dismisses the faults of upama , saying that the lack of 
correspondence of gender, number, points of comparison etc. does not 
constitute a fault so long as the comparison does not offend taste. (KADJI.5 1.) 

Karika 27, ex38,39. The fault in metre has been recognised by all rhetoricians, 
Bhdmaha , Dandin, Vamana etc.. (KAB,IV,26; KAD.III, 156;KASV,II,II,2-6.) After 
apparently raising the objection that the violation of caesura is not different 
from the violation of metre, Vamana answers that it is indeed different as the 
two are defined differently. The violation of metre has to do with the syllabic 
construction of long and short while the pause at the wrong place breaks 
words up awkwardly in the midst of a verb or noun and offends sensibility. 

Karika 28ab, ex.40. This fault is not mentioned by earlier writers, probably 
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because it is a basic assumption that all sentences must have a verb. The 
commentator points out that the prohibition of a Verbless’ expression means 
that no important member of the sentence should be missing. 

Kdrikas 28cd-38, ex.41-49. Bhoja bases his conception of aritimat on Dandiri s 
notion of guna-viparyaya , as Dr. Raghavan explains. (See Bhojds Srngara 
Prakdsa,ChXd .) While other writers too have pointed out the faults arising 
from the failure to achieve gunas, Bhoja has constructed an elaborate series of 
faults based on this guna-viparyaya. 

The lapse from a guna, considered in its s'abda aspect, its artha aspect, or 
in both, and the harm done to the expression, import or both, are elaborated. 
Bhoja goes through this tedious exercise, sometimes keeping Dandiri s 
conception of the guna in mind, sometimes Vamands, sometimes Rudratd s, 
sometimes his own (forthcoming) definition, and occasionally not even his 
own. He deems it fit to place this fault under the vakyadosas , probably because 
riti belongs to the expression rather than the import. 

The lapse in sle$a, samata and saukumdrya is considered in the phonetic 
structure. The gunas prasada, kdnti and arthavyakti are considered next, as 
simplicity, brightness of expression (following Vamana ), and the avoidance of 
neyartham (following Dandiri), respectively, and their lapses examined. The 
guna madhurya is considered as uniformity in usage pattern (and not as 
uncompounded expression) and gentleness of sense. Audaryam is considered 
as the use of graceful epithets serving an exalted purport here, as its lack is 
illustrated by a plain statement about a commonplace fact Ojas is considered 
as the employment of large compounds as well as the fierceness of sense, 
and its absence is illustrated in an odd manner. 

Karika 3 led, ex.41. Dandin contrasts this loose texture with a phonetically 
well-knit, beautiful expression of the same idea. (KAD,I,44,45.) In the s'lesa- 
viparyaya here, the guna of samata is however seen. The phonetic texture is 
uniformly light 

Karika 3 2ab & ex.4 2. Dandin speaks of the three types of phonetic construction 
- mrdu (soft), sphuta (harsh) and madhyama (medium), and explains samata 
negatively by varying the texture in a single expression. (KAD,I,4 7-50.) Although 
demanding uniform maintenance of one of these textures, Dandin prefers 
the madhyama bandha as the most natural. He condemns the Gaudas for 
combining extremely soft and extremely harsh constructions in the same 
expression, in their love of alliteration and spectacular sound effects. (KAD,I,43- 
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44,59-60.) In this view the excellence samata would be closer to sle$a. Bhoja 
borrows his example for this visamam, 

Karikd 32cd, ex.43. This fault is not different from the padado$a of kastam 
seen above. As in loose texture resulting from the absence of sle$a, here too 
the merit of samatd is observed. Now the question arises whether samata is 
necessary for poetic expression, for, evenly soft or harsh phonetic texture 
would make it artificial. 

Ex. 44. Bhoja illustrates the detrimental effect which the lapse in prasada 
(considered as a sabda-guna) has on the sense. Before showing this lack of 
prasada or familiar sense, Dandin gives a simple, more beautiful version of the 
second line. (KAD,I,45-46.) This lapse in prasada shares the lack of perspicuity 
with the pada-dosas apratitam, gudhartham and aprayuktam seen above. 

Ex.45. This violation too is of the sabda-guna arlhavyakti, not the arthaguna of 
the same name, as conceived by Vamana, The resultant neydrtha is slightly 
different from the word-fault neydrtham of Bhoja and corresponds to the 
neydrtham described by Dandin 

Dandin defines arlhavyakti as the absence of neydrtham After illustrating 
arlhavyakti with a description of the same event, including the reason for the 
redness of the water - namely, the trampling of the serpents in the nether 
world, Dandin presents this version, containing the defect of neydrtham. 
(KAD,I,73,74.) 

In this example Bhoja brings in the comment that the reasons for the 
redness have to be supplemented. Most of the examples he cites are complete 
expressions. Only in a few like this, he follows the older practice of combining 
illustration with explanation. 

Ex.46. Dandin uses this illustration to show the violation of the guna madhuryam, 
which he defines as delightfulness of speech as well as sense, resting on the 
absence of gramyata, more than on anything else. (KAD,I,63,64.) He conceives 
of k&nti as the quality of appealing to all by keeping within the limits of 
experience. The violation of this guna is atyukti or hyperbole. 

Here the violation is of the arthaguna kanti as conceived by Vamana. But 
according to Bhoja ‘the lustre of emotion’ is dependent on sensitive expression, 
and as that sensitivity is absent in this blunt speech, it possesses no kanti 
The fault of gramyata is disapproved of by all the three writers, and it is difficult 
to locate this fault exclusively either in the expression or in the sense. 
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Ex.47, comment and verse cited. This verse illustrates the absence of ojas, 
interpreted as profuse compounding and as forceful purport, in a quaint 
manner. As Bhoja himself points out, it is the absence of the other features of 
Vaidarbhl [and not the lapse in ojaii that mars the style here. 

Dariiin uses these verses to show the lack of madhuryam or sweetness in 
some types of anuprasa and establish the superior taste of the Southerners. 

Ex.48, comment and verse cited. Bhojds illustration of madhurya-viparyaya 
does not follow his own definition of the word-excellence (absence of 
compounding) or the meaning-excellence (decorum even in the expression 
of anger and similar feelings) of madhuryam. 

In the example he points out the failure to continue the use of the sixth 
case-ending and the word *cd till the end of the verse. This indirectly results 
in the spoiling of alliteration and the meaning of the verse too is not sweet. 
So this is nearer the madhurya-viparyaya spoken of by Dandin. And his verses 
are cited in support. (KAD,I,51-52.) 

Bhoja' s use of the term anirvyudham for this fault is perplexing. As 
Dr.V.Raghavan points out, this seems to be the viparyaya of Bhojds sabda-guna 
riti, which is the continuance of the pattern begun till the end of the expression. 
(.Bhojds Angara Prakasa,p.302.) 

Ex.49, comment and cited verses. Dandin perceives the quality of udaram in 
noble themes or subject matter, and mentions that for others, it lies in the 
employment of elegant descriptive phrases. (KAD,I,7 6-7 9.) Bhoja ignores 
this distinction here and interprets the lack of audaryam as the lack of elevated 
theme and a matching description in elegant phrases. Later, he uses the 
same definitions for his udattata, conceived of as artha-guna and as iabda- 
guna. 

Kdrikas 39-4 1. Now Bhoja takes up the faults in the sense of the whole 
expression, ranging from a single verse' to a large work. Here those faults of 
upama are considered, which belong to the matter of comparison. And 
corresponding with the nine-fold lapse in style elaborated as a vakyadosa, he 
speaks of a nine-fold virodha in the sense here. Virodha or variance from fact, 
reason and precept is considered under three heads each. Here again the 
total number of faults comes to twentyfour. 

Karikd42ah, ex.50. Bharata speaks of abhiplutdrtham, which Abhinava interprets 
as the expression in which an idea is complete in each quarter of the verse 
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but there is no connection between them. (NS,XVI,92.) Bhamaha speaks of 
apartham in almost the same words as Bhoja, after going into a discussion of 
how sounds uttered one after the other yield a total sense, and gives the 
usual example from Mahdbhasya, of‘ten pomegranates, six cakes’. (KAB,IV,3- 
8 .) 

The basic lack of the connected sense which a sentence must possess, 
is touched upon by Bhamaha. Dandin and Bhoja show the disconnection 
between the senses of different sentences as well. (KAD.III, 128-129.) While 
the former would be partly covered by the vakyadosa of asariram for Bhoja , 
the latter has to be considered as a vakyarthadosa under apartham. The example 
he cites is found in almost the same words in a vrtti on Jaimini s Mimdmsd 
sutra, {Jaiminisutravrttih, 1,1,32.) In the (earlier?) interpretation by Sahara, only 
a fraction of this expression is found. The statement (apparently in Veda) 
about the bull is put forward as unrelated to the statement about sacrifice. 
But this and other such statements are reconciled with the purport of the 
injunction concerning sacrifice. 

Kdrika 42cd, ex.5 1 . Bhamaha, Dandin and Vamana give the name vyartham to 
the fault of internal contradiction in the expression. Bhoja interprets the word 
vyartha as useless and considers two ways in which an expression becomes 
useless. The expression serves no purpose if it is irrelevant to the context, or 
if the purpose has already been served by another expression. This aprayojakam 
corresponds with th epada-dosa of the same name. Just as the word seives no 
purpose there, here the event described does not cany the stoiy forward. 

Kdrika 43a, ex.52,53. To match the punaruktimat seen under the vakyadosas 
Bhoja speaks of ekdrtham now, involving repetition in the whole poetic work. 
Rudrata speaks of gatdrthata when a description is done of the same thing 
again and again with some repetition. (KAR,VI,45.) 

The two verses cited are from Sisupalavadham , describing the 
enhancement of Knuds splendour by attire etc., ingeniously through pun. 
But in prabandhas repetitions of this type are common, or they would not 
reach the great length that they do. 

Kdrika 43b, ex.54. Bhamaha and Dandin give more complete definitions of 
this fault, pointing out that the causing of doubt where it is not intended is 
faulty expression. (KABJV.l 7-19; KAD.III, 139-140.) Bhoja takes the example 
from Dandin and adds an explanation of what remains doubtful in this verse. 
He has already spoken of a sandigdham under the padadosas, but there the 
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reference of a particular word was doubtful. Now there is doubt in the 
situation itself - whether the mother’s being unable to see the daughter’s 
new found happiness or her being unable to tolerate it - is being described. 

Karika 43cd, ex.55. Bhoja has spoken of a kramabkrastamunder the vakyadosas , 
and has alluded to the lapse in sequence of both words and senses in an 
expression. Now he goes to a deeper level in the interpretation of the term 
‘arthd , and faults the wrong sequence in events as apakramam 

Karika 44ab, ex.56. Bhoja uses the term jati here, probably meaning the 
alahkdra of‘natural description’. The description of the newlywed bride being 
taken to her future home has been begun but not satisfactorily completed. 
The commentator points out that the weeping bride is not described further, 
but an inappropriate development is introduced in her being comforted by 
the brother-in-law, who is not a familiar person. 

This fault has not been considered by other rhetoricians. This relates 
more to the development of the situation than to the single expression, and 
so ‘ arthd refers to theme or story line here. 

Karika 44cd, ex.57. Bhoja goes from khinnam or breaking off, to overstatement 
or atimatram, This example is given by Vamana to illustrate the fault of 
lokavirodha involving the contradiction of svabhava. (KASV,11,11,23.) Rudrata 
defines atimatram as going too much beyond the boundaries of common 
experience, and illustrates it with the example of a separated woman’s tears 
drowning the worlds. (KAR,X3,1 7.) Dandin regards hyperbolic expression as 
the lapse in the guna of kdnti KantiWes in the expression appealing to eveiyone, 
because of its keeping within the limits of common experience. And he 
advocates the adherence to this restraint in exchanging fonnal greetings. 
(KAD,I,85-92.) 

KdrikaA'o&h, ex.58. This fault is not mentioned by other rhetoricians, probably, 
as it would be outside the compass of poetry altogether. Bhojds example is 
not poetry at all. Harshness of sense is here clearly distinguished from the 
harshness of sound seen earlier. Dr. Raghavan comments that this is a kind 
of atimatram violating anha-madhuryam, which is defined by Bhoja as the 
absence of harshness even in the expression of anger etc. {Bhojds Smgara 
Prakdsa, p.234.) 

Karika45 cd, ex.59. The fault of virasatvam has been explained by Rudrata in 
two ways. The first is the introduction of a mood incompatible with the 
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prevailing situation, which he illustrates with the above example. The second 
is the development of a mood beyond aesthetic limits. (KAffXI, 12-13.) 

Karika 46, ex.60-61. Bhdmaha speaks of two kinds of upamd-viparyaya or 
unsuitable comparison, one involving the inferiority and the other the 
superiority of the upamana. He illustrates these with the examples seen here. 
(IvAB, II, 54-55.) 

While the ‘more’ or ‘less’ seen under the vakyadosa is with reference to 
the number of attributes compared, now these refer to the superiority or 
inferiority (both of an absurd degree) of the comparison. 

Karika 47, ex.62-63. Earlier writers have not distinguished very clearly between 
the various faults in upama. For instance, asadrs'am and aprasiddham have not 
been conceived of very clearly. Bhojd s conception of asadrsopamam follows 
Bhamahds thought. Bhdmaha presents the comparison of ichor-llowing 
elephants and peacocks in the forest to resplendant planets as a simile in 
which there is no basis for comparison. (KAB, II, 63-64.) 

The comparison of a poem with the moon is faulted for asadrsyam by 
Vamana, Because the similarity between the qualities is not apparent, (KASV, 
IV, II, 16.) 

Bhdmaha and Vamana do not mention aprasiddhopamam, even though 
the latter brings in the condition of prasiddhi in his definition of upama. In 
fact Vamana says that comparisons can be invented by the poet with a 
profusion of qualities, and cites the comparison of the Huna woman’s breast 
with the moon containing a number of descriptive phrases. 

Rudrata explains and illustrates the fault of aprasiddhi in upama. In the 
comparison of the cakravdka bird with Brahma, he sees only the aprasiddhi, 
not the absurdity of the simile. (KAR, XI, 34-35.) The comparison of the 
thrilling woman with autumn bristling with pulaka trees, he considers under 
the fault of sense called apratitam. (ICAR, XI, 5.) 

In Bhojd s example, the comparison of the cow with the buffalo does 
not have merely the fault of aprasiddhi, it is more in the nature of classification 
or the pramana of upamdnam, which he later considers under the artha-alahkdras. 

Bhoja does not mention the fault of ‘impossible comparison’ or 
asambhavam which both Bhdmaha and Vamana have counted among the faults 
of upama, distinguishing it from mere exaggeration. Probably because in many 
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upamas, impossible combinations like moon and lotus are brought in as 
comparisons with several features of the subject of description, Bhoja leaves 
this fault out. 

Kdrikd 48ab, ex.64. Bhoja seems to distinguish the sentence-based fault of 
analahkaram or matter of fact description without elegant phrases, from the 
purport-based one of niralahkaram or bare statement without any description, 
even by the jati alahkdra. 

Kdrikd 48cd, ex.65. Bhamaha presents this example under the fault arthadustam. 
(KAB, I, 51 -52.) Dandin gives a similar example for gramyata, (KAD,I,67.) Bhoja 
has already spoken of aslilam under the pada-dosa called gramyam. There the 
words convey or remind one of an obscene sense. Here the expression 
r mtains no coarse words, but the meaning of the whole expression suggests 
another coarse meaning. 

Kdrikas 49-52, ex.66-7 4. Bhamaha and Dandin have spoken of the contradiction 
of desa, kala, kald, loka, nyaya and dgama, (KAB,IV,29...;KAD, III, 162-1 78.) Vamana 
brings all these under loka-virodha and vidya-virodha. (KASV,II,II,23-24.) Bhoja 
makes a new classification of the different types of contradiction under the 
heads pratyaksa-virodha, anumana-virodha and agama-virodha. Later he cites 
Dandiris definition of desa, kala, kald, loka, nyaya and dgama and of their 
contradiction, verbatim. He uses some of Dandiris illustrations too. 

Ex. 66. This example with a slightly different reading has been cited by Vamana 
to illustrate des'a-viruddham, which he classifies along with kala-viruddham and 
svabhava-viruddham, under the general term loka-viruddham. (KASV, II, II, 23 
& ex.) 

Kdrikd 51. Since he has classed faults relating to facts under pratyaksa- 
viruddham, and the agama-viruddham has already been spoken of by earlier 
writers, Bhoja probably thought of an anumanavirodha as well. In this he partly 
covers Bhamahds conception of logic and of the faults resulting from 
contradiction of pratijha, etc. in poetry. Bhamaha himself interprets pratijha 
more as a resolution or vow in the context of poetry, than as a proposition 
which has to be proved. (KAB,IV.) Dandin dismissses these topics as sterile 
speculation unnecessary for Poetics. (KAD, III, 127.) 

Bhoja also does not take up all the faults in argument, but considers 
yukti and aucitya, which involve the logic of plausibility and propriety, and 
deals with pratijha somewhat in the manner of Bhamaha, 
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Ex. 69. This could be an instance of lokavirodha, but Bhoja seems to regard 
the growing of the lotus on the tortoise-back as going against reason. 

Ex. 70. Dr. Raghavan remarks that the inclusion of contradiction of propriety 
under anumana-virodha is strange. But if anumana is conceived of as the 
employment of reason in the portrayal of day to day life, custom etc. also, it 
would include propriety. 

Ex.71. There is self-contradiction in all these statements. This fault is termed 
badhayan by Rudrata, (KAR, XI, 7.) 

Ex.74. Bhamaha and Dandin consider kala-virodha independently, not under 
kama-sastra-virodha , and both cite as examples, erroneous statements about 
music. (KAB, IV, 34; KAD, III, 170.) 

Karika 54. Bhoja cites Vamana to show that the presence of gunas in kavya is 
more basic than the employment of alankaras. But he does consider alahkdra 
or embellished / perfected expression as the next stage to be achieved by 
poetiy. In one passage in Chapter V he considers the gunas as the first 
expression of ahankara or self-awareness, rasa as the next, and alahkdra as the 
ultimate perfection reached in expression. 

Karikds 55-60. The gunas which have traditionally been counted as ten, from 
the time of Bharata, are increased to a staggering number by Bhoja, by counting 
the various aspects examined by Vamana in some of the gunas as separate 
gunas, by considering the general notions such as paka as gunas, and by 
conceiving of vaisesika gunas. 

Bhoja follows Vamana in interpreting the same term first as a sabdaguna 
and then as an arthaguna, although he does not share the same conception of 
all the gunas. This practice sometimes brings totally unrelated qualities under 
the same name, e.g. madhuryam. Dr. Raghavan points out that some gunas can 
be properly interpreted only as sabdagunas and some only as arthagunas. In 
several cases the sabda-guna seems to be ingeniously matched with the 
corresponding artha-guna. For instance, the sabda-guna slesa is the integration 
of phonetic structure so that the several words in the expression are felt as 
one. By extending this idea logically, the arthaguna is presented as the fusion 
of several actions in one in the matter expressed. Whether the latter can be 
considered as an excellence to be striven for in all poetiy is questionable. 

The vaisesika gunas result from the elaboration of the notion held by 
earlier rhetoricians that, under particular circumstances, dosas cease to be 
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faults and become merits. Anandavardhana speaks of the anitya (impermanent) 
nature of do$as and Bhdmaha, Dandin etc. have illustrated how some do$as are 
transformed into excellences, under certain conditions. Bhoja undertakes the 
systematic treatment of this transformation and creates a special class of 
vaisefika gunas. The peculiar feature of this conversion is that even his antimat 
do$as, which result from the failure to maintain certain gunas, enter this class 
of gunas. And in his usual style Bhoja arrives at the number twentyfour under 
each category of gunas. 

Karika 6 lab, ex.75. Although his definition is brief, Bhoja elaborates it in his 
comment following the illustration, presenting Vamands conception of slesa. 
(KASV, III, I, 10.) 

Karika 6 led, ex.76. Bhoja follows Dandin in defining prasada and illustrates it 
with a verse from fsdkuntalam, which expresses in simple words the hero’s 
desire for rest from hunting, and lazing along with other creatures in the lap 
of nature. 

After his own illustration of prasada, Dandinpomts out that this expression 
is easily understood. He adds that Gaudtyas are fond of words which are not 
well established by convention but have the support of etymology. (KAD, I, 
45, 46.) 

Karika 62, ex.77. Bhoja follows Dandin in defining samata. Dandin illustrates 
the uniform employment of all the three types of phonetic structure and 
then the opposite, visamam (KAD, I, 47-50.) 

Karika 63ab, ex.78. Bhoja follows Vdmana in this conception of madhuryam. 
(KASV,111,1,20.) But the identification of madhuryam with the lack of 
compounding, which seems to have become an accepted view of this quality, 
is not very convincing. In the illustration from Kumarasambhavam, the second 
quarter is a long compound, but the description of the rain drops falling on 
Pdrvati as she sits in her long, arduous penance under scorching heat, is very 
elegant. 

Karika 63cd, ex.79. Here too Dandin is followed in definition and illustration 
and in the nice distinction made between the fault saithilyam and the excellence 
sukumarata. (KAD, I, 69-70.) 

Karika 64ab, ex.80. Dandin defines arthavyakti negatively, as the absence of 
neydrtham. The expression which does not have to be supplemented by other 
expressions to complete its meaning has this quality. He illustrates both the 
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fault of neydrtham and its absence. (KAD, I, 73-74.) Bhoja brings out the 
completeness of good expression wi th the well-known verse from Raghuvarnsam 
in which Kalidasa seeks the blessings of Siva-Parvati for inspiration to compose 
his poem. 

Karikd 64cd, ex.81. Bhoja follows Vamana in defining kanti Vamana adds that, 
without this quality, poetry resembles purana [probably meaning, a loose, 
undistinguished manner of narration!. (KASV, III, I, 24.) 

Although alliteration is nicely handled in this illustration, the 
commentator remarks that kanti does not lie in the abundance of alliteration 
but in ‘ aprahata-pada (words with few syllables). 

Karikd 65ab, ex.82. Bhoja follows Vamana in defining audaryam and in 
commenting that the words are as if dancing in the example cited. (KASV, III, 
I, 22.) The commentator points out the syllables in the verse which are as if 
expanding and shrinking, lending a dancing effect to the composition. 

Karikd 65cd, ex.83. Bhoja uses the definition of udarata attributed by Dandin 
to ‘others’ for his udattata. Bhdmaha and Dandin present an alahkdra called 
udattam. It is of two types - one expressing a lofty idea, and the other the 
splendour of opulence. Bhojds arthagunas of udattata and udarata correspond 
to these. 

Karika 66a, ex.84. Bhoja follows Dandin in defining ojas. Dandin points out its 
suitability to prose and the inordinate fondness of Gaudiyas for compounding 
even in poetiy. He illustrates both the ornate compounding employed by 
them and the intelligent use of compounds by ‘others’. (KAD, I, 80-84.) 

Interestingly Vamana defines ojas as tight composition <gddhabandhatvam> 
and contrasts it with prasada which he defines as saithilyam The usual contrast 
is between mddhuryam and ojas , defined as avoidance of compounding and 
abundant use of compounds, 

Karika 66b, ex.85. Bhoja uses Vamands definition of the sabdaguna ojas for 
this aurjityam which he adds to the list of gunas. (KASV, III, I, 5.) 

Karika 66cd, ex.86. This is a guna added by Bhoja to the list of excellences. 
His definition is based on the words of Dandin describing the alankdra called 
preyas. (KAD,11,275.) How the general character of pleasantness of speech 
can be called either a guna or an alahkara in poetiy is puzzling. But formal 
speeches like this seem to have been exchanged by characters in longer 
works and composed in free verse as well. For want of a definite quality or 
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figure under which they could be classified, their basic intention of pleasing 
seems to have been brought under the term preyas. 

Kdrika67ab, ex.87. Sausabdyam, the sup tin vyutpattior knowledge of language, 
is considered essential for composing poetiy. After enumerating the fields in 
which the poet must equip himself before commencing writing - grammar, 
prosody, histoiy, literature etc., Bhamaha observes that, while some regard the 
employment of alankaras as essential for the beauty of poetry, others regard 
this as a mere external beautification which can be dispensed with. According 
to them the real beauty lies in sausabdyam - the proper disposition of nouns 
and verbs. Thus this gum would be the opposite of the defect sabdahinam. 

But from Bhojds illustration it appears that he includes under it the 
clever use of grammar. Several nouns and noun-related derivatives from the 
root ‘ jan ’ and a variety of verbs are seen in this verse. 

Karaka 67cd, ex.88. Samadhii s one of the ten gunas which were considered 
vital to poetry by Bharata. In one recension of Natyasastram it is described as 
a distinction belonging to the sense which men of insight can grasp. In another 
it is conceived of as presenting purports of comparison etc. succinctly. From 
the example provided by Abhinava it appears to consist of the attribution of 
sentient behaviour to inanimate things. (NS, XVI,v. 102,1103].) The figurative 
use of language, metaphor, personification etc. seem to be implicitly involved 
in this concentration of sense. 

Bhoja follows Dandin in defining this gurta, Samadhi is the superimposition 
of the properties and behaviour of one thing elsewhere. And Dandin brings 
in secondary usage or gaunavrtti in this attribution. And because of this 
secondary usage even unpleasant actions like spitting and vomiting gain beauty 
when attributed to the sun, lotus etc. in describing the emission of rays and 
the dispersing of pollen. And clouds heavy with rain and rumbling, can be 
described in the image of pregnant women moaning and so on. Dandin 
concludes the discussion of this guna with the statement that it is vital to 
poetry and is employed by poets of all styles. (KAD,I,93-100.) 

Bhoja does not bring in secondary usage in this attribution of conscious 
behaviour to features like lips and eyes in this verse. He later speaks of a 
tadbhavapatti (involved in this kind of superimposition) under the primary 
mode of signification which he calls mukhya vrtti He names an alahkdra as 
samadhi-ukti in which this kind of attribution is more elaborately developed. 
(See Ch.IV,) 
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Kdrikd 68ab, ex.89. Vamana does speak of a suk^ma artha as well as a vyakia 
artha when he defines samadhi under the arthagunas , as arthadr$ti Bhoja was 
probably inspired by this to add this guna to the list of excellences. 

The commentator explains that the subject of the verse being God, it is 
proper to attribute to Him the actions of creation, destruction and the ruling 
of the world, but not the action of praise. He is sung, He does not sing 
another. 

Within the expression the significant grouping of some words yields 
the sense subtly, according to Bhoja. One sees the subtlety in the indirect 
manner of praising God in terms of grammar. 

Kdrikd 68c, ex.90. Here Bhoja uses the term dhvani, which has been employed 
by his predecessor Anandavardhana, and others, to name the principle of 
poetic expression, in defining one of the gunas of poetry. The verse alludes to 
the known attributes of Visnu by enumerating them wrongly. 

Karikas 68d-69ab, ex.91,92. The expansion and condensing of a theme are 
included in the arthaguna ojas by Vamana. He defines this guna as the fullness 
of sense. By expanding it, condensing it and by loading it with intent, the 
expression becomes praudha. (KASV,III,II,2..) 

Karika 69cd, ex.93. The concept of sahitya emphasised by Kuntaka, as the 
anyuna-anatiriktatva of word and meaning, corresponds to this quality. It 
involves the avoidance of anarthakatd, ekartham, neydrtham and apuftartham. 
This guna is linked with the guna arthavyaktl 

The commentator points out that in the illustration the pronoun ‘some’ 
points to ‘a particular type of poet’ and the verb ‘are capable’ is also implied. 
The verse thus seems to state that some poets are capable in plot construction, 
some in expression, some in both and some in neither. Ironically all this 
supplementing has to be done to this verse, which Bhoja claims, matches the 
sense with the right number of words. 

Kdrikd 70ab, ex.94. Bhavikam is considered as a quality of the whole 
composition - assert Bhdmaha and Dandin. (KAB.111,53-54; KAD,II,364-366.) 
Dandin conceives of it as the handling of the theme as well as the expression 
in such a manner that the gravest of matters is presented vividly. Bhdmaha 
explains that it consists of bringing the events before one’s eyes by several 
means. The matter would be fit for abhinaya. The conception of bhavikam as 
expression full of feeling follows. Later Bhoja points out the development of 
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this guna into the rasavat alankara in which feeling is at a comparatively 
heightened stage. (See Ch.V.) 

In this verse from MahaviracaritamJanaka greets Rama with these words, 
overwhelmed with love and admiration for the young lad’s feat 

Karika 70cd, ex.95. Vamana defines the s'abdaguna samadhi as the combining 
of aroha and avaroha, The commentary Kamadhenu explains that droha is the 
profusion of long syllables and avaroha of short on.es. (. Kdvydlankdrasutravrtti , 
111,1,12.) Bhoja defines gati as the going up and coming down, and in his 
comment on the verse, supplements this with ‘the ascent and descent of 
svard, which is not very clear. Later he speaks of gati as embellishment of 
expression through quick or slow gait in the various types of verse and prose 
in Chapter II. 

Karika 7lab, ex.96. We have already seen the aritimat fault, in which the 
lapse in madhuryam was called anirvyudham. Now Bhoja speaks of riti as a guna 
in the same terms. The commentator points out that it should, however, not 
be carried too far. 

Later riti is considered as embellishment and distinguished into the 
several types, Vaidarbhi etc. on the basis of the length of the compounds 
employed in the expression. There, the carrying to the end of what has been 
begun, is assumed, i.e., a certain uniformity in expression is basic to riti or 
style. Here, as quality, riti is defined as that uniformity in expression. 

Karika 71 cd, ex.97. Ukti is poetic expression, charming, clever, pregnant etc., 
which is different from ordinary speech, as that is not fashioned with so 
much thought or care. Bhoja narrows it down to indirect expression. In the 
example the spirit of accusation is tellingly conveyed by the cryptic answers 
to the row of questions. 

Ukti is considered as a sabdalahkara later, and other modes of speech, 
in the manner of sastra - injunction, prohibition etc. - are described there. 

Karika 7 2ab, ex.98. Bhoja brings the well known concept of paka , i.e., seasoned 
ripeness and unerringness of expression, under the quality of praudhi One 
praudhi is spoken of under the arthaguna of ojas by Vamana, There it means 
fullness of sense. Later he refers to the presence of all the ten gunas in the 
right measure in poetry as paka, which is compared with the ripeness of a 
mango. If merely correctness of language is achieved, poetry has only vrntdka 
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pdka, the ripeness of the aubergine. (KASV,III,II,end.) The ready quality of 
expression has been conceived of in terms of the ripeness of grape, of coconut 
etc. as well. 

Kdrikd 72cd-73. Bhoja speaks of the vakydrthagunas now. Vdmana is followed 
in describing and illustrating s'lesa as an artha-guna also. (KASV,III,II,4.) Bhoja's 
commentator explains at length the terms ghatand etc. which have been used 
by Vdmana. 

In this verse from Amarusaiakam, the smooth arrangement of sense, the 
simultaneity of different actions, is praised as the artha-guna of s'lesa. The 
behaviour of the naughty lover, trying to please two girls at the same time, 
comes nearer the alahkara called slesa. 

Kdrikd 7 4ab, ex. 100. Bhoja seems to be extending the notion of prasada from 
the simplicity of expression to the simplicity of sense, which yields the 
reference, the object described, even though it has not been mentioned by 
name. Mammata would probably apply the terms s'rauti and drthi to the two 
interpretations of prasada, judging from his treatment of upama. 

Vdmana has defined the s'abdaguna of prasada as looseness of texture. 
Under arthagunas he interprets it as lucidity of sense. (KASV,III,II,3.) 

Kdrikd 74cd, ex.101. Bhoja has followed Vdmana in defining this guna. In the 
illustration describing the end of.the cold season and the advent of spring, 
Vdmana includes a quarter which does not fit in, as it speaks of the 
Malayamdrutam, and he suggests an alternative which will restore consistency 
to the expression. (KASV,III,II,5.) As a s'abdaguna, Vdmana conceives of samatd 
as uniform maintenance of mdrga in the whole expression. (KASV,III,1,1 1.) 

Bhoja has similarly matched the s'abdagunamih. the arthagunaof samatvam, 
as he has conceived of that quality as uniformly soft, harsh or medium 
phonetic structure. Uniformity is rightly interpreted as consistency in events 
now. 

Kdrikd 75ab, ex. 102. Mddhuryam is one of the qualities required in the hero 
and heroine in natya. It is taken up under sdmdnya-abhinaya by Bharata, and 
described as the gentle restraint in expressing reactions. (NS,XX3I,36.) Dandin 
attributes the quality of madhuram to the expression as well as the content in 
poetry, he identifies sweetness in delightful expression as well as in delectable 
subject matter. 
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In the portrayal of emotion, the avoidance of extreme vehemence 
renders the situation described or enacted, more appealing. In the example 
from Ratnavali, the refined manner in which Vasavadatta shows her displeasure 
makes the situation more enjoyable. 

Karika 75cd, ex. 103. Although the definition is similar to Vamand s, the 
illustration given by Vamana clothes harsh ideas in soft words, which 
corresponds to Bhojds arthaguna susabdata, (KASV,III,II, 11.) Bhojds example 
illustrates a situation which brings out the tender feelings of the character, 
Saukumarya was defined as the delicacy of sound structure under the 
sabdagunas. Now it is interpreted as tenderness of purport 

Karika 7 Gab, ex. 104. Vamana defines arthavyakti as the clear depiction of the 
nature of an object, and gives the same example. (KASV,III,II, 13.) The 
description is more faithful than charming, and would serve empirical science 
better. 

KdrikalQc , ex. 105. Vamanahas also defined this kantias heightened emotion. 
(KASV,III,II, 14.) In the example the heroine’s attachment to the hero has 
increased, making her envy the attention paid to her rival, and conceal her 
sense of deprivation in these haughty words. 

Karika 76d, ex. 106. This corresponds to the second variety of the udatta 
alankdra of Dandin in which the splendour of wealth is displayed. (KAD,II, 
300,302.) But in Bhojds example, both the interpretations, splendour and 
lofty intention, can be seen in the grandeur of Maricds hermitage and the life 
of austerity led by the ascetics there. 

Karika 7 7ab, ex. 107. This corresponds to the other variety of udatta alahkara 
of Dandin, in which nobility of character is displayed. (KAD,II,300-301.) 

Karika 77cd, ex. 108. Now Bhoja tries to match the solid character of 
compounding in ojas as a sabdaguna, with the solidity of purport In this example 
it is shown in the firm self-determination of Parasurama. This verse from 
Mahaviracaritam is interpreted in two ways by its commentator. ‘If Rama 
continues to be a human, with the capacities of a mortal warrior, then 
Parasurama, instigated to conflict with him, will surely win.’ ‘If Parasurama 
continues to be an incarnation, with the same superhuman powers, he will 
certainly win.’ The first interpretation is more suitable here, as that shows the 
ojas or determination in Parasurama better. 

Karika 78a, ex. 109. Aurjityam has been interpreted as the weight of dense 
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composition earlier. It is matched with the weight of self-assurance now. 
This interpretation narrows this quality to the portrayal of character and 
cannot be expected to belong to all poetry. This is nearer the urjasvi alankara 
of Dandin, which is a typical expression of pride. (KAD,II,293,294.) 

Karika 78b, ex. 1 10. Dandin presents both aspects of preyas, pleasing address 
and taking pleasure in the person addressed, in the alankara of this name. 
The first is illustrated by a pleasing speech with which Vidura greets Hari In 
the other, the speaker addresses $iva with adoration. (KAD,II,275-279.) 

Ex.l 10. This verse is used by Vamana to illustrate the arthaguna madhuryam, 
which he defines as unusual, colourful expression. (KASV,III,II, 1 0.) This is 
an expression of preference among several pleasures. Convincing through 
apparent ‘judgement’ is a common mode of expression in poetiy, just as 
formal speeches extolling the hearer are. This again cannot be viewed as a 
general quality desirable in all poetry. 

Karika 78cd, ex.l 1 1 . Vamana interprets the artha-guna of sukumarata in this 
manner. 

Karika 79ab, ex.l 12. Bhoja tries to match the superimposition of conscious 
action on unconscious entities in the sabdaguna of samadhi, with the 
superimposition of one intention on another through ruse, in interpreting 
samadhi as an arthaguna. The resort to pretext etc., can be viewed as a 
development in the action of the play, in this instance, in Sahuntalam, it is 
difficult to accept it as a quality of poetiy. 

Karika 79cd, ex.l 13. Bhoja incorporates Vamands idea of arthadrtfi in this 
definition. Vamana defines the arthaguna of samadhi as arthadrtfi And the artha 
can be vyakta or sukyma. Suksma is of two types - bhavya (instatntly revealed) 
and vdsaniya (revealed to close attention). With this example he illustrates 
the former. (KASV,III,II,9.) 

As a quality of the expression, subtlety was presented in the deft use of 
the nominative and instrumental cases. Now in the sensitive portrayal of the 
couple engaged in love, subtlety is pointed out in the sense. 

Karika 80ab, ex.l 14. This conception of gdmbhiryam takes it to a deeper level 
from its interpretation as sabdaguna. In the illustration for that, the wrong 
description of Visnu was intended to bring to the reader’s mind the right 
features, which are common knowledge. Now a knowledge of s'astra is required 
to reach the sense. The commentator explains that the words maitrl etc. in 
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the illustration have to be understood as they have been defined in the 
yogasutras. 

Earlier Bhoja had proscribed the inclusion of technical terms in the 
language of poetry, as they may make it apratltam or difficult to understand. 
In the illustration of that fault, words from Bauddha philosophy were brought 
into the speech of the lover in agony. Here the exposition of Yoga thought is 
really intended, and so the relevant technical terms have to be brought in. 

Karika 80c, ex. 1 15. The sabdaguna of vistara was illustrated with a detailed 
description of the progress from the state of water to the state of the pearl in 
the necklace adorning the beloved’s neck, which the lover desired. Here the 
idea is developed from the hero’s stringing his bow for war to his fame 
crossing the seas. The commentator points Out that the progress here is not 
a matter of verbal expansion [in fact economy is adopted in construction], 
and so this is different from the sabdaguna of vistara, 

Karika 80d, ex. 116. This sanksepa does not seem to be different from the 
sabdaguna of the same name, since both illustrations display brevity of 
expression. But the purport in that - the revival of Laksmana and his resumption 
of war - is nearer the words than the teaching here, which takes the mind 
inwards. 

Karika 81 ab, ex. 117. In the illustration of the sabdaguna, we observed a one- 
to-one matching of word to sense. Here sammitatvam is illustrated with a 
symmetrical distribution of the sense - dividing the visual shape of the pranava 
mantra between the two centres of meditation. 

Karika 81 cd, ex. 118 . As a sabdaguna, bhdvikatvam has been conceived of as 
expression brimming with true feeling. But as an arthaguna it seems to mean 
the opposite - scheming and the veiling of feeling. This is nearer in spirit to 
one type of bhava alankara which Rudrafa has described. (KAR,VII,38-41.) 

Karika 82ab, ex. 119. Gati was interpreted as the ascent and descent of svara 
earlier. Now the interpretation as ‘comprehension of sense...’ seems to have 
been inspired by the grammarians’ prescription of the root‘gam’ in the sense 
of understanding. The dhvani school would call this vastudhvani 

Karika 82cd, ex. 120. The sabdaguna of rlti was defined as the maintenance of 
the pattern begun, and in the illustration the question-answer pattern was 
observed to be sustained from beginning to end. Now this notion of riti is 
extended to the sense of maintaining the sequence in events. The gradual 
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change in the moon’s appearance is presented in the illustrative verse 
describing the moon’s rise and progress. 

Karika 83ab, ex. 121. Uktivsas defined as unusual telling, and in the illustration, 
the plight of the girl is brought home to the lover enquiring about her welfare, 
by the seemingly evasive replies of her friend. Now it is inteipreted as 
communicating one’s purport in a devious way. In the present illustration 
the purport remains untold. The same verse has been used by Vdmana for 
his arthaguna udarata, which he defines as refinement in presenting an 
unrefined sense. 

Karika 83cd, ex. 122. Bhoja defines this praudhi as the successful expression 
of the intended sense, but the example illustrates the presentation of a mass 
of ideas in a few sentences. This corresponds to one variety of praudhi brought 
under the arthaguna ojas by Vdmana. (KASV,III,II,2.) 

Probably this packing of sense is to correspond to the ndlikerapdka sh own 
in the sabda interpretation of praudhi (ex.98.) There one saw the denseness of 
sound structure. Here one sees the denseness of ideas. The weighed use of 
words is apparent in both. 

Karikas 84-85. From the time of Bhdmaha it has been realised that faults in 
poetry become excellences under special circumstances. The phrase 
anukaranadi here covers all these circumstances, beginning with imitation or 
faithful representation. 

The word ‘ nityarri here is puzzling. It has probably been inspired by the 
word ‘ anityarrf used by Anandavardhana to describe the impermanent nature 
of faults. (DA,II, 1 1.) 

Karika 86, ex. 123. The justification as anukarana (imitation / report) has 
been mentioned by Rudrala. (KAR,VI,47.) Although the poet’s own language 
should be faultless, in representing people and their conversation, realism 
demands that faults should be incorporated. Bhoja has not spoken of mlifta, 
mleccha etc. under the fault asadhu, which he has illustrated with a grammatical 
error proper. 

Karika 87ab, ex. 124. Here anukaranam obviously means ‘speaking about’. 
And in the illustrative verse, the occurrence of words which are normally not 
used is being critcised. In the example illustrating the fault of asadhu, in the 
second half, the incorrect word (‘ badhait ) is repeated in condemnation. That 
too can serve as an illustration of that dojaguna. 
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Kdrika 87cd, ex. 125. The construction of‘tongue-twisters’ seems to have 
been called durvacakam The commentator mentions it as one of the sixtyfour 
‘activities’ (arts?). It must have provided an opportunity for displaying their 
knowledge of words and skill in composing, to poets interested in this kind 
of sport. 

Karikas 88,90, ex. 126,128. Earlier, including a word just for completing the 
metre was considered to be the fault ‘ anarthakarri . But, as Vamana has pointed 
out, words (such as indeclinable particles) which are generally used only for 
the purpose of completing the metre, are absolved of fault when used for 
embellishing the expression. (KASV,II,I,9-10.) [So the fault is not in the 
employment of indeclinables but in the purpose for which they are employed.) 

Two verse halves have been cited from Sisupalavadham, employing words 
such as ‘ khalu in yamakam, to illustrate this. As the completion of the metre 
is not the intention, this is not the right example of the fault becoming an 
excellence. 

And in the conversion of the fault ‘ apuytdrtham into an excellence, the 
completion of the metre is asserted to be a proper reason for including a 
word in a verse ! 

Kdrika 89, ex. 127. The illustration of the fault of anydrtham employed words 
with accepted conventional senses in other senses which have to be drawn 
out etymologically. Now in the transformation of the fault into excellence, 
Bhoja does not point out the accepted senses of the words employed in the 
illustration, but onlyjustifies their use in rare senses in riddles etc.. This verse 
has been cited by Dandin to illustrate the riddle called pramusila. (KADJII, 111.) 
Bhoja' s commentator points out correctly that the word ‘ kald means ‘foot 5 in 
the languge of South India. This piece of information indicates the extent of 
communication between various parts of the land in earlier times. 

Kdrika 91, ex. 129. The fault of asamarthamwas illustrated with the attribution 
of trumpeting to a horse, neighing to a bull etc.. Now in illustrating its becoming 
an excellence, the action of ‘cooing’ attributed to a woman in dalliance, is 
approved of on the authority of the science of erotics. Can this usage not be 
covered by the verbal guna of samadhi ? 

If every word that a poet employed needed the sanction of some 
authority, the coming into currency of set phrases, stultifying the natural 
development of poetry in the later period can easily be imagined. But great 
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poetry has always struck new paths in expression, untrammelled by rules 
and conventions. 

Karika 92, ex. 130. The fault of apratitam was illustrated with a similar use of 
the Bauddha term 1 rupaskandhd. The use of the technical term was a fault 
because the context was the speech of a lover to the beloved, not the weighed 
statement of a scholar. The artha-guna of gambhiryam is also interpreted as the 
standing in need of sastra for comprehension. 

Karika 93, ex.131. There are three parts in this example. The first, is a 
description of Rama's return to his kingdom through the sky in the aircraft 
Puspakam. The second describes Urvasis flight through the air. The third is a 
reference to the hip in some description. 

The sky being considered as Visniis domain and Urvasis birth from his 
thigh is part of lore and the association of the girdle with a woman’s hip is 
common knowledge. 

Karika 94, ex. 132. This is a clever illustration of the faulL of obscurity turning 
into an excellence. The reference to the rare senses of the word Aan effectively 
expresses the low opinion the poet has of himself, especially since hari comes 
in the enumeration of the great names in poetry as well. Here again 
‘anukaranarri or speaking about the subject provides the justification. 

Karika 95, ex. 133. The employment of cryptic indication is required in riddles, 
and is rightly illustrated in this example. Whether this is poeliy is another 
question. 

Karika 96, ex. 134. The fault of doubt is removed by providing the means for 
removing it In these two illustrations, the first describes Himavdris joy in 
beholding the child Uma in Kumarasambhavam, so the context removes the 
doubt In the second Bhoja points out that the doubt about the hue of the 
cloud is cleared by the mention of Sauri, the Sarriga bow etc.. [One finds that 
a term naming a fault or merit can be interpreted in an infinite number of 
ways. And there does seem to be some link between all these.] 

Karika 97, ex.l 35, We saw the fault of viruddham in the capacity of the word 
to convey the diametrically opposite sense as well, e.g. ‘ akdryasuhrV, When 
the opposite sense is also intended in deliberate ambiguity, it becomes an 
excellence. This example from Sisupalavadham is veiy well chosen. Sun pci!cis 
message is carried to Krsna in fourteen such verses, which can be interpreted 
as an offer of friendship or as a challenge to war. Viruddham is not a fault 
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here, but actually serves the story, for the next step will be determined by 
Krona's interpretation of this message. 

Karikd 98, ex. 136. Earlier, aprayojakamvsas illustrated with a description of 
the ocean which did not bring out the greatness of Hanumdr !s leap over it 
Now the same fault, considered as an excellence, is illustrated with two 
descriptive phrases which are ‘usele'ss’ in describing the subject but serve a 
purpose. 

In the first describing the leap of the sages into the sky after their 
meeting with Siva, the sky is described as sword-dark. Bhoja points out that 
this does not say anything about the sky. Probably he means that it does not 
say the truth about the sky. For Bhamaha has earlier pointed out the difference 
between truth pursued in science and common experience described in poetry. 
It is in the latter that we have expressions like ‘the sky is like the sword’ (while 
in reality it is colourless). (KAB,V,33-34.) ‘Sword-dark’ seems to have been in 
use since very early times, for Panini observes / sanctions the compounding 
of the upamdna with the common quality in ‘ sastnsyama ....’. (AA,II,I,55.) 

In the other example, the word ‘sdgrarri is not needed, as the idea is 
implicit in ‘ varsasahasrarri . But it enhances the impression of the great length 
of the penance pursued. 

[Once again we see that a term does not refer to the same idea in all 
instances of its application. As a fault, ‘aprayojakarri was interpreted as 
‘irrelevant’ description. Now it is shown in incorrect and unnecessary usage 
of descriptive phrases.) 

Karikd 99, ex. 137. The fault of desyam is averred to be an excellence, if great 
poets select such underived words in composition. [Of the three examples, 
the second is from Mdlatimadhavam .] The commentator explains that the 
appeal to ‘composition by great poets’ only advocates the conscious avoidance 
of the fault of unevenness in sound construction. And the choice of the word 
l uddandd not only makes for uniformity in composition, but also conveys the 
sturdiness of the pinditagara trees, through its sound as well. Their ‘being 
swayed’ <taralanena> expresses the strong force of the wind, and the other ‘la’s 
in the expression join in the effect of harmony <anuprdsa>. The ‘galla’ and 
‘ladaha’ in the other two examples also serve anuprdsa. 

Karikds 100-102, ex. 138-146. The three ways in which shame-causing, 
ominous and disgusting usages can become acceptable, have been mentioned 
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by Vamana. He explains that when the coarse sense is the less known sense 
of the word, it can remain out of view. ‘Sambadhd is better known in the sense 
of‘affliction’ than in the sense of‘privities’. Or the shame-causing could be 
done by secondaiy indication, e.g. ‘ janmabhud . Words in common use like 
subhaga and bhaginl do not bring to mind the embarassing senses. 
(KASV,II,I,15-19.) Bhoja elaborates all the three circumstances redeeming 
an expression from gramyatcu But he does not follow Vamana exactly; for he 
seems to refer to ‘the sense intended’ by the word dakyitard. 

Ex. 138. This verse from Kumamsambhavam, exhorting the gods to make efforts 
to unite Siva with Umd for begetting Kartikeya who will destroy the demon 
Tdraka, is justified by the verse cited by Vamana about the public consecration 
of Sivalinga. 

Ex. 139. In this set of examples Vamana would see guptdrthaivam making 
‘sambadhd acceptable, laksitdrtham doing the same for janmabhumi, and 
samvrtam/ samvltam redeeming ‘ subhaga and l bhagim from the charge of aslilarru 

Ex. 142. Introducing the theme of the play, Venisamhdram, these words portend 
the destruction of the sons of Dhrtardstra, but the sutradhara denies this evil 
purport, saying, ‘In this season of autumn, we are referring to the swans by 
the word i dhartardstraK. 

Ex. 144 and verse cited. This example and the verse explaining the redemption 
from grdmyatd, are both from Dandin, who adds that in literal usage, for 
instance, in describing a young wife, words like ‘niythyutd cause repugnance. 
(KADJ.96,95.) 

Kdrikas 101,102, ex. 147,148. Now Bhoja incorporates the two verses from 
Bhamaha, more or less intact, as Kdrikas , to extend the role of exempting the 
expression from gramyata, to the situation and character. 

In the first example, the situation is one of bibhatsa-rasa, and the main 
character indulging in repulsive acts is in keeping with it. In the second, from 
Malatimadhavam, since Madhava is tiying to promote his love through prayer 
and ritual in the cremation ground, the mixture of srngdra and bibhatsa and 
the revolting description are justified. 

Kdrikas 103-105. Bhoja sums up how the three three-fold word-faults of 
grdmyanu added to the fifteen faults enumerated earlier, bring the total to 
twentyfour, and how their becoming merits has been demonstrated. Now he 
proposes to show the transformation of vakyadosas into gunas. 
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Karikd 106, ex. 149 and verse cited. This example, as also the verse following 
in explanation, are from Dandin, (KAD,II,361 ;III, 151.) 

Bhoja explains the fault in his example by referring to the aphorisms of 
Pdnini 

The earlier rule ‘ kartrkarmanoh krtifi (AA,II,III,65) sanctions the sixth 
case affix for the word, in denoting the agent or object, when it is connected 
with a word resulting from a root through krt modification, e.g. kriyam 
kalidasasya, ahatd kraturidrn. The later rule ( na lokavyaycud (no.69) bars the sixth 
case affix in several places, one of them being the connection with the krt- 
modified word which has a khal-affix. The word ‘ duskarani is of this sort Here 
the word denoting the agent should have been given the third case affix. 

The cited verse from Dandin follows his illustrations of the fault of 
sabdahinam, and pardons the wrong use of the atmanepada form ‘ kurute in the 
previous verse, which describes the charming effect the Southern wind has 
on the mango trees, by rustling their tender leaves. (KAD,III, 151,150.) 

Karikd 107, ex. 150. Both the Karikd and example are from Dandin. 
(KAD,III,146-147.) Bhoja further explains that the connection has been 
specifically established by the words ‘adi\ ‘antd and i madhyamd, so that there 
is no confusion of reference (as in the example cited of the fault). There, after 
mentioning the ‘ kdnti and pratapd of the king, they are compared to "surya 
and candrd , letting the order of enumeration determine the relation. 

Karikd 108, ex.151,152. Durvacaka was offered as the justification of the 
fault of harshness of sound as well. Probably composition of this ‘difficult to 
utter’ type was indulged in by men of leisure. 

The exemption from sandhi and the retention of the original form 
(prakrtibhdva) by adjacent words is allowed in cases of pragrhya etc.. One instance 
of pragrhya is the % u or i end of a word in dual number, followed by a word 
beginning with a vowel. In the above example, partly taken from Vdmana 
(KASV,II,II,8), ‘ kamale iva is an instance. Another instance of non-use of sandhi 
is seen in *na read, governed by another exempting rule. In ‘ yajurnsi uhasd yet 
another is followed. 

The verse which follows, faulting the deliberate avoidance of sandhi is 
from Dandin, (KAD,III, 159.) 

Karikd 109, ex. 153. Both the rule exempting the repetition of words from 
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faultiness and the example cited are from Dandin, (KADJII, 137-138.) Bkamaha 
also permits the repetition of words, in fear, sorrow, envy, joy, wonder. 
(KAB,IV, 13-14.) 

Karika 110, ex. 154. When the verb is employed along with ‘md (in prohibition), 
the past tense affix ‘ luii is permitted (by the rule dnahi lufi '); and after (‘md) 
smd both dud and dan are allowed (by the next rule ‘ smottare lan cd) by Pdnini 
(AAJIIJII, 175,176.) [And the V ordained to precede the root in the past 
tense is prescribed to be dropped by a later rule.] The normal usage is ‘md 
or 'ma smd followed by the verb, e.g., ma karsit, md sma karot, md sma kdr$lL 
Here the words have been scattered and the order has not been kept Whom 
Bhoja is referring to in ‘Some approve of their separate occurrence too’ is 
not clear. In the Kds'ikd vrtti of Vdmana and Jaydditya it is explained that the 
word ‘ uttari in the aphorism does not refer to any position (i.e. after md sma), 
but only means ‘when, in addition, sma is there’. Bhoja is perhaps alluding to 
this authority. 

And, in other contexts where ‘smd is employed, we find that it does not 
occur necessarily next to the verb, e.g., ‘nalena sma puradhlyati, ‘evarti sma pita 
bravitf , cited by S.C.Vasu, in his explanation of the rules dat smd and ‘aparokje 
cd. (AA,III,II,118,119.) 

Karika 1 1 1, ex. 155. Vdkovdkyam is presented in Chapter II as an alahkdra. In 
this verse from Amarusatakam, even though the words of one statement run 
into another, this is overlooked, as the exchange is comprehended in this 
interesting vdkovdkyam. 

Karika 11 2, ex. 1 56. Earlier, apadam was illustrated as a fault by combining 
words of varying nature employed by different types of people, in the speech 
of one person. Now in this exchange between a villager and a city dweller, it 
contributes the needed variety. |See comment on ex.3 1 for an explanation of 
the terms prakrtistha etc..] 

Karika 113, ex.l 57. Parenthesis does not strike one as a fault, as has already 
been pointed out Now Moya presents an example in which he attributes the 
transformation of this ‘fault’ into an excellence, to the compatibility between 
the two feelings expressed, in the main sentence and in the embedded one. 
Later, in Chapter II, under yukti alahkdra, he cites the same verse, and points 
out the parenthesis within the parenthesis in this expression. 

Karika 114, ex. 1 58-160. Bhoja adapts Dandiris verse dismissing the faults of 
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upamd (KAD,II,51) in this Karika, to assert the acceptability of disparity in 
gender and number. In the first example from Sisupalavadham, in the edition 
consulted, the word ‘kfamd has replaced ‘samah\ which has been cited as a 
variant reading. Probably the consideration of gender match has prompted 
the editor to choose this reading. 

The second comparison is also telling, and in both Bhoja appeals to the 
impossibility of achieving the gender and number match, for exempting them 
from faultiness. Dandin would not look for exempting circumstances, for he 
does not recognise these faults. The only criterion that he holds is that the 
comparison must not offend sensibility. 

Moreover, in these examples, the comparison is thoughtful, and sounds 
more like a drtfanta than like an upamd. 

In the third, the fault is avoided because of the intelligent use of grammar, 
but whether the expression can be called an upamd is doubtful. For there is 
no comparison, as Nemi and the other jinas are, alike, perfect beings. However 
Bhoja goes into a long justification of the absence of words like Hvd. He 
concludes the discussion with an apology for considering the upamd faults 
alone. Faults can occur in all figures of speech, and he is considering them 
under upamd only because it is a paradigm of embellishment and comparison 
is the source for most other alahkaras. 

(This is one instance of the inability to ignore what has come down in 
tradition in a field of study. One wonders whether this simile problem would 
exist at all in languages which used the neuter gender more and did not have 
dual number.) 

Kdrikds 1 15,1 16, ex. 161, cited verses, ex. 162. Bhoja explains the faultlessness 
of hinopamam and adhikopamam differently. The falling short, in the number, 
of qualities described of the upamana is not faulty when the upamanaxs known 
for the qualities left out In the overenumeration of its qualities, the upameyds 
qualities which have been left out can be inferred. This explanation seems to 
be insightful. 

The first example is quoted by Bhamaha to illustrate the fault of 
hinopamam. He points out that as only the bow has been given a parallel in 
the simile, and not the robes and the conch, this is hinopamam. And to excuse 
this, he acknowledges the impossibility of one-to-one similarity between 
objects. (KAB,II,4 1-44.) 
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Bhoja proceeds from there and, as if supplementing Bhamaha, explains 
that, as the moon and lightning are well known (associations of the cloud), 
there is no defect here. 

What both authors fail to note is that the moon has been brought in, 
not as an item of the main simile, the cloud, but as a small simile in the 
phrase ‘bearing playfully the moon-lustrous conch* describing the upameya, 
namely, Krsna, This is a smaller upama within the larger one of the whole 
expression. 

The next example is given by Bhamaha for the fault of adhikopamam. He 
immediately adds that it has already been explained, that correspondence in 
all respects is not required in simile, and here the poet does not want to draw 
attention to the conch. (KAB, II,5 8-60.) This justification is further elaborated 
by Bhoja, who gives an alternative explanation as well - the presence of the 
conch is inferred. 

It strikes one that, here the moon serves, not as a simile item for the 
conch, but to illustrate the charm of Krsna' s terrible form draped in royal 
yellow robes, holding the bow. He is charming in this awesome form as is the 
terrible rain-cloud holding the lightning and rainbow, when it is joined by 
the moon at night 

Karika 117, ex. 163. Works on metrics mention exceptions to the rule 
ordaining the lengthening of a short vowel before a conjunct consonant In 
fact, the commentator on Vrttaratnakara of Bhattakedara cites this Karika from 
Sarasvatikanthdbharanam and this example, in support of this shortening ! (In 
the Vrttaratnakara version also, the twenty-third syllable does not seem to be 
the syllable in question.) 

He remarks that this (exception) is seen in the usage of great poets 
(with reason), and cannot be left to whim. He distinguishes between ativativra 
prayatna and tlvra prayatna, The shortening of the guru takes place in the 
former, but in tivra prayatna, the 'guru- ness* remains. 

He also mentions the quickness in utterance ( tvaritapatha ), which makes 
some gurus laghus in Prakrta poetry. So his interpretation of 'ativativra prayatna' 
is obviously not Very quick utterance*. ( Vrttaratnakara, after 1,10-1 l,pp. 14- 
15.) We have interpreted 'tivraprayatna' as ‘quick utterance’, on the basis of 
Siddheshwar Varma’s interpretation of the phrase; and the purport of Bhoja' s 
example, which seems to be the quickness of the cleansing accomplished by 
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the pure water of Godavari, supports this. 

In the chapter on syllabic quantity in his ‘Critical Studies in the Phonetic 
Observations oflndian Grammarians’ (pp.89-90), Varma cites this verse and 
Bhoja 's explanation as well. He identifies this metre as Arya. (All the compulsoiy 
features of Arya are not there.) In that case, the shortening of three gurus 
before conjunct consonants in the first half is necessary to keep within the 
matrd count of thirty. In the second half, on the contrary, the shortening of a 
guru before the conjunct consonant would fall short of the matra count of 
twentyseven. Bhoja would have to be taken to imply that the metre is 
maintained by uttering the syllables quickly, and also that the break in metre 
by quick utterance does not affect poetry adversely in some instances. 

Karika 1 1 8, ex. 164. The non-observance of norms regarding pause in the 
metre is also permitted under certain conditions. In the example, the first 
two quarters have been cited by Vamana. He shows that, in the first fragment 
of Mandakranta metre, although the pause occurs within the verb ‘ pusyati , 
since the root is not split up, the yati is not ugly. In the second, since the yati 
is at a vowel coalescence (between the members of the compound), again, it 
can be executed without qualms about not sounding the sandhi (KASV,II,II,3 
& ex.) 

The second part is from Dandin, who, after illustrating yatibhrastam, cites 
this instance to show where pausing before the word has ended, is not a 
fault. 

Bhoja seems to assume that the pause has been shifted to the fifth 
syllable. And what rule he has in mind in identifying the lone vowel ( i - tyasti ) 
at the mid-quarter, as yah violation, is not clear. And by absolving it of fault, 
he (as well as Dandin who has added his remark to the example in this manner) 
seems to be forgetting the pleasantness to the ear that must be considered, 
even when availing of permitted word break. Dandin himself demands this 
and illustrates the unpleasant effect of such a pause with a more or less 
similar example - ‘... ke - tudasta (KAD,III, 154-155.) 

Of the succeeding explanatory verses, the first is based on Vamana, 
(KASV,II,II,3-4, comment) Vamana is referring to two types of yatibhrastam- (1) 
breaking up the stem of a verb or noun for the pause, (2) not pausing because 
of the presence of sandhi This is clear from what he says later. 

The second verse is from Dandin, Dandin goes on to show, with the help 
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of an example, that pleasantness to the ear is the deciding factor in 
permitting pause within a word. (See KAD,III,152-155.) 

Karika 119, ex. 165. Bhoja has earlier pointed out the absence of the verb as 
a fault Now with the support of common practice and Mahabhasyam, he shows 
that in several cases the verb is not required. For, in common speech, it 
remains implicit (probably in the tone). And the verbs such as ‘is’ can be 
supplemented. This intriguing verse is cited by Rdjasekhara as an example of 
an expression which does not stand in need of a verb <anapek$itakhydtam>. 
(KM, p.24.) 

This verse is cited again as an example of the alankara called vakovakyam 
in the second chapter, (ex.343.) See our note on that verse. 

Karika 120, ex. 166. The definition of saithilyam is circular here. And the 
author grants his approval to the sound-play which the Gaudiyas indulge in. 
Bhoja seems to be at his eclectic best here. 

Karika 121, ex. 167. Bhoja uses the very reason which Dandin gives for 
condemning the sound-obsessed style of the Gaudiyas, , for approving of it 
And the example cited by Dandin for glaringly juxtaposing the three textures 
in composition with each other, is approved of by Bhoja, for presenting the 
purport effectively. (KAD,I,47-50.) [The gendeness of the Southern wind is 
pleasantly matched by the medium texture. The idea of competing is 
emphasised by the harsh texture, and the delicate texture suits the fragrance 
of the women’s breath.] 

Karika 122, ex. 168. With this example Dandin shows the love of‘others’ for 
a spectacular effect, which makes them ignore the difficulty in uttering (words 
like these with harsh conjunct consonants). (KAD,I,72.) Bhoja justifies this 
lapse in sukumdratd, by the sense of martial ardour that is served here. But 
here he attributes this kind of writing to ‘others’, tacitly acknowledging the 
superiority of the Vaidarbhi style, the only one that Dandin approves of. 

In approving of matching the sound texture with the situation and the 
feeling being handled, Bhoja is asserting the same idea that the Kasmira school 
of thought came to emphasise in vrtti-anuprasa, 

Karika 123, ex. 169. Although the words are not simple, since it is citra-kavya 
this verse has merit The same verse is cited in Chapter II to illustrate the 
eight-petal lotus citram. 
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Karika 124, ex.170. Neydrtham, the lapse in arthavyakti or completeness in 
expression, was observed to affect the sense adversely, under the arltimat 
series of faults. Now in this example, although the respective harmful actions 
have not been mentioned, they are implicitly understood. This is slightly 
different from the dosaguna of asarlram, in the example for which, verbs like 
‘is’ are implicit. 

Karika 125, ex. 17 1. This example is given by Dandin, while speaking on the 
most important thing that poetiy must achieve, for being truly sweet, delectable 
- the avoidance of gramyata. He contrasts the inelegant sense in the expression 
‘Girl ! How is it that you do not love the love-stricken me ?’ with this verse, 
which bestows charm and dignity on the same idea. (KAD,I,63,64.) 

Bhoja has quoted the first under the lapse in kdnti, calling the result 
‘grdmyam\ Since that lapse has been considered as involving both the 
expression and the import, in the words having an adverse effect on the 
sense, now the expression redeeming the import from the fault of coarseness, 
is being shown. In the Rasa chapter, Bhoja again cites these verses to show 
how expression in poetiy differs from rough, inelegant statement 

Karika 126, ex. 172. The employment oflengthy compounds in expressing 
rasas such as raudra, which are portrayed with an intense quality, has been 
declared to be unnecessaiy in Dhvanydloka, and illustrated with this same 
powerful verse from Venisamharam In fact the quality of ojas (as well as madhurya 
and prasada) has been related with the rasa, and shown to be independent of 
texture and compounding. (DAJI.9, prose and ex.; Ill,6, prose.) But, while 
conceding that compounding can be dispensed with, Bhoja draws attention 
to the strong composition in the verse. 

Karika 127, ex. 173. In this transformation of the lapse from mddhuryam 
(identified with the avoidance of compounding) into a guna, one sees what 
Bhoja means by referring to this lapse as anirvyudham. For the illustrative 
verse begins with an uncompounded style, in keeping with the lover’s piteous 
pleading, and changes to compounding, in the description of the woman 
quivering in anger. This verse has been cited by Vamana to illustrate the lack 
of samatd or uniformity of style <mdrga>. (KASV,III,1,11.) 

Karika 128, ex. 174. Plain statement without elegant epithets was faulted as 
the lapse from audaryam, and was termed analahkdram When such statement 
serves the narration it ceases to be fault and gains merit. In this verse from 
Sisupalavadham, Krsna, having listened to Balarama, signals to Uddhava to speak 



Chapter One - Notes 


419 


his mind. 

Kdrikas 129,130, ex. 175. Having shown the conversion into merits of the 
defects in expression, now Bhoja proposes to show how faults in purport 
cease to be faults. In his definition of apdrtham, Dandin includes the excepting 
circumstances, appropriated by Bhoja'm this Kdrika. Alter illustrating the fault, 
Dandin adds that such incoherence can be portrayed in a person whose mind 
is losing its health. (KAD, 111,128.) The choice of this disjointed speech 
attributed to Pururavd, wandering in a frenzied search for UrvasX illustrates 
Dandiris observation well. 

Kdrika 131, ex.l 76,177. Bhoja takes up the two aspects of vyartham, irrelevance 
and redundance, and establishes their turning into gunas, with beautiful 
examples, and thoughtful comments. Bhamaha and Vafnana have considered 
similar instances of excess in the number of upamanas, and pointed out the 
advantage. (KAB,61,62; KASV,IV,II, 17-19, prose and ex.) 

Kdrika 132, ex. 17 8 . Bhoja combines the words of Dandin defining ekdrtham, 
and Bhdmahds ideas regarding its justification here. (KAD,III, 135; KABJV.l 2- 
14.) But they have not distinguished between the repetition of words and 
that of ideas. 

In this verse from Malatimadhavam, Madhava utters these words when he 
finds Aghoraghanta trying to kill Malatl This speech sounds unnatural from a 
heart charged with feeling, 

Kdrika 133, ex.l 79. These are the words in which Dandin defines the 
conversion of the fault sasamsayam into an embellishment. He illustrates the 
intended throwing into doubt of someone, with a more appealing verse. The 
messenger friend tells the hero that his beloved is suffering, without making 
it clear whether it is due to the heat of summer or her love for him. 
(KAD,III, 1 41-1 43.) Bhojas example sounds like the vasiu-dhvani illustrations 
of the dhvani school. 

Kdrika 134, ex.180. Apakramamw as faulty in reporting events. In the poetic 
transposition of earlier and later, cause and effect, it becomes an alahkdra. 
The same verse has been cited by Dandin and borrowed by Bhoja, for illustrating 
one type of citra-hetu. (KAD,II,257; SKA,Ch.III.) 

Kdrika 135, ex. 181, comment. As a fault, khinnam was illustrated with a 
natural description begun of a new bride, which is abruptly stopped. Now it 
becomes an excellence in a description which begins with one manner of 
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comparison, and then gives it up. As the idea of comparison is carried to the 
end, Bhoja points out, there is no break in the purport 

The compounding of the word denoting the upamanawith that denoting 
the common quality, is one of the methods of expressing comparison in the 
padopama type, which Bhoja describes in Chapter IV. 

Karikas 136-138, ex. 182-185. These Karikas and the four examples which 
follow them, present a garbled adaptation of Darujiris views on kanti and its 
opposite, atyukti Bhoja misquotes Dandiris definition of kanti to present his 
own view that atimatram is acceptable in formal exchanges and in praising 
description. And he approvingly cites the two verses with which Dandin 
illustrates the fault of atyukti 

Dandin is of the view that kanti or restraint in expression, keeping within 
worldly limits, is necessaiy even in formal praise and in description. He 
illustrates the guna first, in the two examples cited by Bhoja for showing the 
lack of atimatram, and then the atyukti He ends the discussion with his usual 
remark, that only the Gaudas are fond of such hyperbole. (KAD,1,85-92.) 

Karika 139, ex. 186. The fault of paru?am is also turned into excellence by 
secondary usage. There are several ways in which the primary sense of a word 
is given up for a secondary one. One of these is viparlta-laksana or the indication 
of the opposite sense. In the example, the purport of the advice ‘Drink poison 
etc.’ is ‘Do not drink poison. Do not place your trust in him, for that is more 
dangerous than poison.’ 

Karika 140 and ex. 187. Again fault is turned into merit by the figurative use 
of language. The example is cited again in Chapter V to illustrate the rasa- 
sahkara, in which a non-existent rasa is brought in by s'lesa and upamd. 

Karika 141, ex. 188. Usually the cheek of the dear woman is compared with 
the moon. In this example the roles of the upameya and upamdna have been 
reversed. The reversal of comparison is a recognised type of upamd. Bhoja 
himself speaks of a viparydsopama in Chapter IV. 

Karika 142, ex. 189. Individually the comparisons seem to be the usual ones. 
It is the excess in the number of upamdnas that adds up to too much superiority. 
To find all these qualities in one person is impossible, and this is what needs 
justification. But comparison with many upamdnas in many qualities is a 
recognised type of upamd. 
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Karika 1 43, ex. 190. The fault was in asserting the similarity between things 
without any comparable qualities. Now as a guna, asadrsopamam is being 
interpreted as the assertion of dissimilarity. Here Bhoja calls this vyatirekopama, 
but later speaks of a vaidharmyavail kind of upamd, which he illustrates with 
the same example. 

Karika 144, ex.191. Prasiddhi or being well known is a condition set down 
for comparison by Vamana. Otherwise a comparison invented by the poet 
must contain a number of features. And he cites this verse as an example for 
this. 

Karika 145, ex. 192. In the example of the vakyado$aguna niralahkarain, the 
language is plain and matter of fact, but serves to connect one situation with 
the next Here, in this example of the other niralahkaram involving the vakydrtha, 
the expression is powerful, although lacking in ornament. and is charged 
with feeling. 

Karika 146, ex. 193. Here Bhoja does not attempt to show how this expression 
becomes acceptable to poets, whether due to the delicate detail of description 
or due to the beautiful simile. As he does in several other instances, here too 
he contents himself with the statement that the expression must possess 
excellence, as it has not been censured. 

Karikas 147-150, ex. 194-196. The verses explaining desa, kdla etc. and the 
contradiction of these are from Dandin After giving examples of the various 
virodhas Dandin goes on to show where these may not be faults but may 
become excellences. (KAD,III, 162-164,179.) Bhoja keeps all the verses on 
virodha together, and takes some examples also from Dandin Ail the verses 
showing the excellence of his three pratyakfa-virodhas, and that of two of his 
agamavirodhas , are from Dandin (KAD,III, 180,181,1 83,185,182.) 

Ex. 197. Contradiction of reason becoming an excellence, is very effectively 
illustrated by describing the good man’s goodness being unbearable to evil 
men. 

Ex. 198. Contradiction of appropriateness is seen to be very right in the 
unwonted harshness ofSita’s reaction to Havana s overtures. 

Ex. 199. Dandin defines vyartham as self-contradiction either in a verse or in 
the whole work. After illustrating the fault he observes that, when the speaker's 
mind is charged with emotion, this fault gains beauty. To illustrate that he 
gives the above example. (KAD,III, 13 1-134.) 
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Ex.201. The violation of polity becoming a guna is convincingly illustrated 
in this description of the proud king. 

Karikas 152-154. Bhoja echoes Vamands view about gunas being more vital 
to beauty in poetry than alahkdras which only add to it The first two verses 
are cited by Vdmana in support of his judgment (KASV,II,I,after v.2.) Bhoja 
elaborates the idea imaginatively in the last verse. 


Chapter Two - Notes 


Karikd 1. Bhamaha distinguishes the features which embellish poetry, as 
‘external’ and ‘intrinsic’. Alankaras or figures of speech would fall into the first 
class, and sausabdyam or the proper disposition of words, under the second. 
Observing that some consider the first as important, and others see the true 
beauty of poetry in the latter, he acknowledges the importance of both. (KAB, 
1 , 13 - 15 .) 

Bhojan ow uses the terms ‘external’ and ‘intrinsic’ to distinguish between 
sabdalahkaras and arthalankaras. Vamana explicitly distinguishes between sab da- 
gun as and arthagunas, and between sabdalahkaras and arthalankaras . Udbhata 
seems to have begun the distinction which later divided s'le$a into sab da- and 
artha- varieties. Rudrata speaks of two sets of alankaras , ‘sabdasyd and l arthasya\ 
and considers the latter mainly under the four categories of vdstavam , 
aupamyam, atisayam and {artha-) s'lesa. While enumerating the various authorities, 
divine and human, determining the s&stra on the various elements of the 
poetic art, Rdjasekhara mentions the categories formulated by Rudrata, and 
also refers to an ubhayalahkarikam. Whether this inspired Bhoja to consider 
some of the embellishments under the category of ubhay alankdra, separately 
and in detail, we do not know. 

Under sabdalahkaras Bhoja brings all the features which make expression 
in poetry adequate. Alankdra seems to mean ‘rendering effective’ rather than 
‘ornament’ or ‘figure of speech’, when one goes through the various methods 
of fashioning expression - suiting the character speaking, imitating the mode 
of formulating ideas in the various disciplines, depicting the manner of various 
personalities etc., as well as structuring and arranging in varied patterns - 
noted by Bhoja, He tries to bring all the aspects of text, not only speech, but 
the other modes of representation, dealt with in Ndtyasastram, under the 
concept of alankdra. The role played by the forms sanctioned by grammar in 
rendering expression effective in poetry, is constantly drawn attention to, In¬ 
citing the relevant rules from Pdnini 

Karika 2. Vyutpatti or wide and deep knowledge of things and proficiency in 
the employment of language is, for Bhoja, the source of sabdalahkaras as well 
as arthalankaras. 

Vyutpatti is a word used often by Bhoja, but he does not elaborate on 
the various kinds of knowledge and information the poet must equip himself 
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with. Nor does he speak of sakti or pratibha as the fount of poetic creation in 
this treatise. He only analyses the various modes employed to render 
expression effective in poetry, and vyutpatti is fundamental to all these. 

Karikas 3-5 list the twenty four sabdalankaras. Many of these, for instance, jati, 
gati, riti and vrtti, are features which contribute to the realism, propriety and 
feeling tone, and thereby the effectiveness of the expression, in the entire 
work usually, and do not come under well-defined figures of speech. And 
earlier, many of these have been considered as gunas or excellences which 
poetry must possess. Considering the same as embellishments now, Bhoja 
prepares the ground for the final thesis he puts forth in Chapter V, that the 
gunas become alankaras when they are developed conspicuously. 

Karikas 6-1 7 deal with the alahkara called jati This seems to be a parallel to 
the arthalahkdra of the same name, for here, too, the aim is natural 
representation. Bhoja considers jati as the appropriate use of language, suiting, 
for instance, the characters involved. Bharata has explained in detail the 
language that should be used in drama by the various characters. He speaks 
of four classes of language for four levels of characters, and one of these is 
jatibhdsa, (NS,XVII,v.29.) Bhoja borrows from Rajasekhards Kdvyamimdmsd too 
in this context. (See KM, p.33-34, 48-49, p.51.) 

Kdrikd 1 4. This verse has been borrowed from Rajasekhara, who describes the 
various ways in which poets from different regions read out poetry. Gaudas 
read Samskrta well, but not Prakrta. (KM,p.33.) 

Kdrikd 16. Bhoja counts six bhdsas - Samskrta, Prakrta, Magadhi, Paisdci, Sauraseni 
and Apabhramsa, mentioning their qualities. These are the six mentioned by 
Rudrata also. (KAR,II, 12) 

Kdrikd 1 7. Bhoja speaks of six types of jati - suddha, sadharani etc. By this 
classification he seems to be referring to the unmixed, mixed and incorrect 
uses of the languages. Ratnesvara explains that the languages combine like 
milk and water in ‘ sadharani , like ‘man-lion’ in misra, like ‘rice-sesamum’ in 
sahkirna jati There seems to be mere juxtaposition of the languages in 
‘ ananyagdmint . 

Ex. 1 -6 illustrate s'uddha jati, i.e., the use of the six languages <bhasa> Bhoja has 
listed, without admixture, in the speech of characters of varying levels. But to 
match the number six, he has created six levels of characters and attributed 
one language to each. 
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Prose after ex.6. Bhoja indicates that, according to the intent, his ability 
etc., the poet may use any of the suddhajatis anywhere. Ratnesvara explains 
this with examples from poetiy. In Malatimadhavam, Samskrta is used for a 
character for whom Prakrta is the convention, as the context demands it. In 
Mrcchakafrkd, the vita who is a mediocre character speaks Samskrta, but the 
poet’s skill conceals the oddness of the language. In sargabandha , even the 
mediocre characters speak Sarnskrta, and in khandakatha, parikathd etc., even 
the superior characters speak Prakrta, because these types of poetiy are to be 
uniformly in one language. 

However, only these six suddhajatis are permitted. By this Bhoja seems 
to be implying that only the six languages he has listed can seive this jati The 
other languages/dialects are probably incapable of serving expression, 
unaided by mixture from outside. 

Ex.7-12 illustrate the other varieties of jati. Ratnesvara speaks of five sadharani 
jatis involving Samskrta and any of the other languages, four involving Prakrta 
and Sauraseni or some other lower language, three involving tfauraseni and a 
lower language and so on. Sadharani seems to be no different from the alahkara, 
bhdsd-slesa. 

Ex.7 is from Malatimadhavam. Here Madhava (superior character) speaks as if 
in the words of Lavahgika (mediocre character). These words would satisfy 
the rules of Samskrta as well as Prakrta Moreover, they express Madhavds 
anxiety at Malait s intention to die, and would not be out of place from 
Lavangika, who is her dearest friend. So this speech is perfectly natural. 

Ex.8. Rudrata illustrates bhdsa-slesasvith a slightly different version of this verse. 
(KAR,IV, 19.) 

Ex.9 uses Samskrta in the first line for describing Siva and Prakrta in the 
second for describing Pdrvati, probably in a parody of drama, in which male 
characters speak Samskrta and most female characters speak Prakrta 

Ex. 10. Here the words from different languages are scattered, as found in 
the speech of ill-taught persons. 

Ex.l 1. Asddhdrani / ananyagdmini seems to refer to the absolutely distinct 
existence of Samskrta and Prakrta in one expression. One cannot probably be 
rendered into the other in similar sounding chayd Only these two languages 
are permitted by Bhoja in this jati 
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From the examples and comments thereon, the justification for the 
various types of mixtures seems to lie in the situation, the subject, the intent- 
of the speaker etc., as in the case of suddhajati. 

Ex. 1 2. The apabhrastajati refers to the grammatically erroneous usage of any 
language apparently. It is to be distinguished from Apabhramsa which is corrupt 
Prakrta and which Bhoja has listed among the six languages, for use in suddha 
jati. Bhoja indicates its inclusion in poetry for the purpose of faithful imitation 
(of uneducated persons). In Chapter I he has already spoken of the dosa of 
wrong grammatical usage becoming a guna, when it serves this purpose. This 
apabhra$td does not differ from that dosaguna. 

Kdrikas 18-2 1 explain the alankara, gati, as the suitable employment of prose, 
verse and their mixture. Ratnesvara elaborates on this suitability. Prose is 
suitable for descriptions of forest etc., and for the katha and akhydyika forms, 
and so on... 

Kdrikas 22-26 develop this concept of gati into the flow or ‘gait’, slow, fast 
etc., accomplished by the various combinations of long and short syllables in 
the two types of metres used in verse, and their varieties, and in the long 
compounds and seemingly metrical constructions in prose. Only the syllabic 
structure is relevant here; the other aspects of sound structure, such as soft, 
hard, uncompounded, compounded etc., are reserved for consideration under 
riti and vrtti 

Ex. 13-18 illustrate the six kinds of gati in samavrttaverse. Bhoja sees drutagati 
in the profuse use of short syllables and conjunct consonants. And the other 
gatis are defined in the same artificial manner. And there is no allusion to 
the suitability of the gait to character, situation etc.. 

Ex. 19-24 illustrate various gatis in visamavrtta verse, in prose using long 
compounds and that showing traces of metrical organisation, and in 
prose+verse expressions. 

Ex.22 illustrates gatis in the prose which has a semblance of verse. Here 
Bhoja painstakingly shows the semblance of the nrtta metre as well as the jati 
metre in prose, in two different examples. Whether it is possible to discern 
traces of the two different classes of metres in such brief examples or not, 
Bhojds stepping beyond mere enumeration, to analyse and illustrate the 
features of composition in the various forms of literature, takes literary criticism 
a step forward. 


Chapter Two - Notes 


427 


Ex.23-24 illustrate two gatis in prose-cum-verse pieces. Both are from 
Mdlatimddhavam, In the first, Madhava refers to Malatis pleasure at meeting 
him. Beginning in prose, it rises into verse in his ecstasy at such fortune. The 
whole speech is a single whole conveying Madhavds feeling. 

The second introduces Madhava in a scene. In the words of one character 
to another, it describes the distinguished appearance of Madhava, appropriately 
in verse, and concludes with the prose statement, "This is that Madhava," 
Here, too, verse preceding prose appears appropriate, and the whole functions 
as an integral expression. 

Whether any gait pointed out by Bhoja is perceivable or not, the citing 
of appropriate passages from drama to illustrate his conception of gati, i.e„ 
the proper employment of prose and verse and their effective combination, 
takes criticism a step further. 

Kdrikas 27-33 bring the familiar notion of rlti under the concept of alahkdra, 
Bhoja does not use the term alankdra in the sense of a definite figure of 
speech, and so the consideration of rlti among the features contributing to 
the effectiveness of expression seems to be legitimate. 

A hint at the importance of uniformity in style has been made in the 
conception of rlti as a guna. And in the examination of do$as, the failure to 
achieve the various gunas , sksa, madhuryam etc., has been brought under ‘ aritimat 
or violation of rlti 

Dandin and Bhamaha speak of two ritis, the former praising Vaidarbhi 
and the latter defending Gaudi, in his apparent dismissal of such distinctions 
in style. (KAD,I,40-42; I<AB, 1,31-36.) Vamana speaks also of another rlti Pdhcali 
and dissociates styles from the regions after which they have been named. 
(KASV,1,11,9-13.) Rdjasekhara speaks of these three, keeping them connected 
with vrttis and pravrttis. (See KM, pp.8-10.) Rudrata brings in Lati as the fourth. 
(I<AR,II,4-6). Bhoja adds Avantikd and Mdgadhi to complete his favourite 
number, six. But as Dandin points out, the ways of speech are many, exhibiting 
subtle differences, and Vaidarbhi and Gaudi stand out, as they are clearly 
distinct from one another. (KAD, 1,40.) 

Bhoja incorporates both Vamands and Rudrata s descriptions of the first 
three ritis, i.e., he brings in the gana-based distinction by Vamana and the 
purely samdsa- based grading of the ritis, from the uncompounded to the 
extremely long-compounded expression, done by Rudrata, (.Kdrika 29 is a 
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good example of this combination.) But Rudrata attributes compounds 
consisting of 2-3 words to Pdncdli and of 5-7 words to Ldtiyd, whereas Bhoja 
places them in Avantikd and Pahcall respectively. And probably to find a way 
of distinguishing Ldti now, he calls it the mixture of all the ritis. And his 
definition of Magadhigoes against the veiy conception of riti 

Ex.25-30 illustrate the six ritis. Both Lati and Magadhi are illustrated by the 
mixture of compounds of various lengths. In the latter only two ritis are 
visible in high contrast, whereas, in the former, several ritis can be discerned, 
going by the vaiying lengths of compounds. This is in keeping with his 
definition of these ritis. Bhojds comments on these are laden with Vamands 
expressions. The comment on ex.26 echoes the verse quoted by Vamana 
while speaking of Pdncdli riti 

Kdrikds 34-38 describe the vrttis or the modes of action serving different 
themes and rasas in drama. Abhinava speaks of hrdaya-dvesa or the involvement 
of the heart that should characterise the actions selected for representation 
in natya, (AB on NS, XX, introductory verse). Bhoja speaks of vrtti as the various 
movements of the mind - blossoming, tossing about, shrinking, and expanding 
(in various situations). (The characters should be depicted in moods of gaiety, 
fierce energy, heroic exaltation etc., in the appropriate actions, and not in the 
business of day to day living.] 

Transferring the concept of vrtti from enacted drama to written poetry, 
the action is referred to as ‘ arthd and the language composition (which replaces 
enactment by actors) as ‘ sandarbhd. The qualities, ‘ praudhd (hard) and ‘ sukumard 
(soft), are seen in both. In Kaisiki vrtti in which the actions are gentle and 
graceful, the composition is also delicate. In Arabhati, action is violent and 
the expression is harsh. Bhoja places Bhdrati and Sattvati vrttis between these 
two. His Madhyama-kais'iki and Madhyamarabhati are meaningless additions. 

Anandavardhana retains the terms Kaisiki etc. for the ‘ arthd alone and 
speaks of the ‘well known Upandgarikd etc. vrttis of composition as 
‘sabdatattvasrayd . (DA,III,4 7 and prose following.) Earlier, Udbhata has 
mentioned three vrttis, parusd, upandgarikd and grdmyd / komala, on which 
anuprdsa is based and specifically identified the letters employed by each. 
(KASS,I,k.4-7,ex.3-5.) 

In the Sriigaratilaka of Rudrabhatta, which aims at transferring the concepts 
of natya to poetry (ST,1,5), vrtti is dealt with in the undivided form, combining 
both the context or action or mood and the language, gentle or harsh, 
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including the construction, compounded and free, which suits it (ST,III,v,52- 
73.) 

Bhoja keeps this integral conception of vrtti Since he is dealing with the 
effectiveness of expression here, he does not go into the details of the various 
types of actions ( vrttyangas ) which constitute each vrtti such as narma in the 
Kaisiki vrtti cariying forward the emotion (love) being developed. That 
discussion he reserves for the chapter on Rasa. 

Ex.31-36 illustrate the six vrttis. It is from these examples that we get some 
hint of Bhojd s conception of vrttis. 

Kdrikd 39 explains the alahkdra, chaya. This is Bhojds addition to the list of 
embellishments of poetry. By chaya he means the imitation of the speech of 
common life, of children, of mad men etc., for a charming effect. 

Ex. 37-42 illustrate the chdyds. In Ex.37 citing the words uttered by the yaks a 
in Meghadutam, common idiom is imitated. In the next verse, in which a lover 
condemns men who have not experienced the emotion, the pedantic phrase 
‘ nrpas'd , imitating the speech of the learned, conveys mockery aptly. In ex.39- 
40 the imitation of a child’s thinking and of a woman in a delirium of love, 
is charming. In the next two verses, the imitation of a lady by a maid and of 
the drunken woman’s words to her lover, by her friends, is amusing. 

Karikas 40-41, ex.43-48 present Bhojd s new alankara, mudra. The bringing in 
of a word, affix, sentence etc. which is pregnant with significance, and therefore 
delightful, is mudra. Bhoja does not link this with the similar conception of 
vyahjakatva in pada, vakya etc. which Anandavardhana elaborates in chapter III 
of Dhvanydloka. His commentator however points out that mudra is nothing 
but the field of dhvani operation in pada etc. Tor others’. Dr. Raghavan follows 
up Ratnesvaras likening it to a ring serving as a symbol, thus, "It looks like a 
button and when pressed, throws out a flood of beautiful ideas compressed 
within it.” {Bhojd s Srhgdra Prakdsa , p.349.) 

Since Bhoja has included an etymological explanation of the word ‘ mudrd , 
i.e., ‘a source of delight’ in his definition, in each of the examples cited, he 
tries to show how the use of word, sentence, termination etc. causes delight. 

Ex.43 illustrates padamudra. Bhoja points out that the words ‘ nirmdlyam etc. 
are used in their delightful secondaiy sense, with intention. Ratnesvara observes 
the ‘ dhvanand of a specific beauty by the metaphors l nirmdlyd etc. used in this 
expression. 
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Ex.44 illustrates vakyamudra. Here Bhojds explanation is not very convincing, 
although the whole expression seems to be replete with allusion. To match 
the first part of the statement, Ratnesvara quotes a verse expressing the belief 
handed down, that the sun's light is reflected in the moon, which is a body of 
water. For the second part which constitutes the ‘ vakyamudra! , he finds a 
matching idea in upanisad, 

Ex.45. Here, the verbs with atmanepada and parasmaipada terminations are 
alternately arranged and, in the same order, the nouns with auspicious and 
inauspicious meanings. Thus arranged, these words which are apt for the 
work done by the refined intellect, i.e., gaining and discarding what is good 
and what is bad, respectively, are all the more striking. 

Ratnesvara explains and supplements the rules of grammar cited. The 
rule ‘ karmavatkarmana tulyakriyaR (AA,III,I,87) is supplemented by the varttikam 
‘duhipacyorbahulam sakarmakayoR which Bhoja quotes. When the agent and 
object are one, and the reflexive verb expresses the action, the verb is in the 
passive voice, taking the atmanepada form. The varttikams supplement that 
the verbs should not be sakarmaka (transitive), but the sakarmaka ‘duhi and 
‘pad (‘to milk’, ‘to cook’) also take this form. [The cow milks of itself.] Ratnesvara 
further explains the form 1 pradugdhi in the verse. It is the 89th. aphorism 
which proscribes the affix 'yak! in the root 'duhf in this context. [So we have 
the form ‘ dugdhi and not 'duhyati\ He points out that this expression (‘yields 
of its own accord’) is more telling than the statement ‘increases’ fortune, in 
describing the intellect in the form of the wish-granting cow. Bhoja combines 
the aphorism and the supplementing statements in his definitions in his 
own work on grammar, and speaks of a ‘ karmakartd (object-agent) while 
defining the nominative case. ( Sarasvatikanthabharana of Bhojadeva , ed. 
T.RChintamani.) 

The rule ‘ rudhadibhyah s'nam (AA,III,I,78) prescribes the vikarana ‘s'nam’ 
(i.e., l naj for the roots of the ‘rudR class, before they take up the verb ending 
in the active voice. So the root ‘ rudR reaches the verb form ‘ runaddhi ultimately. 
Ratnesvara points out the modifications prescribed in all the verbs in the 
verse. 


Regarding the nouns in the expression, the rule cited, ‘acisnudhatubhruvam 
yvoriyahuvahaii (AA,VI,IV,77), does not explain the word ‘ myaR. The later (79th) 
rule which prescribes ‘iyaR for the word ‘stri (in some forms) could probably 
be taken to be applying to the word ‘sn also, or the application of ‘iyafi in ‘srf 
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is taken for granted. (AA,I,IV,4-5.) Ratnesvara points out the modification or its 
lack in both the base and affix of the nouns. 

Ex.46. A similar verse illustrating the guna, aurjityam, has been presented in 
the first chapter. Now the focus is on the intention of the speaker in using 
\ve’ for ‘I’. In his explanation Bhoja identifies the underlying ‘ abhiprayd , namely, 
the speaker’s considering himself to be more revered than the Sun. 

Ex.47 illustrates samuccaya-mudra, which could also be named ‘ kala-mudra , as 
it uses the past tense for a future event, with the support of grammar, for 
showing up the might of the person who is being lauded. The aphorism cited 
(AAJIIJII, 132) says, ‘The affixes which are employed in the past or present 
tense may be employed in the future tense, after a root when hope is 
expressed.’ The use of tense for creating the right atmosphere for the emotion 
is illustrated in Dhvanyaloka. (See DA, p. 1 55.) 

Ex.47 illustrates Bhoja' s samvrti-mudrd which lies in beginning a statement 
and apparently closing up, in order to emphasise the point. This is similar to 
the aksepa alahkara as conceived of and illustrated by Bhdmaha, (KAB,II, 68- 
70 .) 

Karikas 42-43 speak of Bhoja's new alahkara, ukti We have already seen ukti 
as a guna lying in deliberately twisted expression. Earlier in this chapter we 
saw in chdya the imitation of lokokti etc. 

Here he seems to consider ukti as the driving home of a special purport 
through assertions in the mode of Veda and sastra. Bhoja brings into poetic 
expression the methods employed by Veda, interpreted by mimdmsd and 
followed by all sastra, in guiding human activity, whether it is sacrifice or 
reasoning or sentence construction or right conduct Providing an instruction 
for the first time, prohibiting an act, presenting alternatives, narrowing down 
to one of them, excluding an action by enumerating the permitted ones, 
identifying the performer of the act through the purpose - all these have 
been explained by mimdmsd in terms of vidhi, nisedha, vikalpa, niyama, parisahkhyd 
and adhikara, respectively, in interpreting the injunctions of Veda . Bhoja 
identifies the ‘form’ of these injunctions in poetic expression. All the examples 
are not in the form of injunction, however. As Ratnesvara explains, this ukti is 
again not statement of fact either, like ‘the cow’s young is the bull’, but is the 
mode to reach rasa ultimately. 

Ex.49-54 illustrate the various uktis. The vidhi-, nisedha- and adhikdra-uktis 
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are from Sakuntalam, from the advice given by Kanva to Sakuntala who is 
departing to join her husband. Listing ‘do’s and ‘don’t’s for the right attainment 
of her rights, they articulate wisdom and reveal solicitude in a charming 
manner. 

The vikalpa-ukti, apparently presenting two alternatives, at the same time 
stresses the importance of selecting one, and is in the mode of a wise maxim. 

The niyamokti shows the various meanings brought in bywords such as 
‘eva’, with which isolation is done in statements. The word ‘ eva functioning 
in two ways along with the words ‘ apartha and ‘ parthd ’, bestows subtlety on 
the assertion of certainty. 

The parisankhyokti is effectively but miscellaneously illustrated, drawing 
from mimarnsd {pancanakha) and from Rudrata. Rudrata interprets parisankhya 
as the exclusion of some common feature elsewhere, by its mention 
somewhere, either in reply to a question or independently. The illustrations 
are imaginative. (KAR,VII,79-81.) This poetic conception has been developed 
by Mammata and others later. Bhoja keeps the technical interpretation of 
parisankhya, i.e., ‘limitation to what is enumerated’, although he does include 
the idea of exclusion through assertion or negation, and the question-answer 
form too, all in this single example. 

Karikas 44-5 1, ex.55-60 explain Bhojds yukti alahkdra. In this, highly fanciful 
conceits are given apparent reasonableness by various modes of employing 
words, presenting word meanings, connecting sentences and binding sentence 
meanings. Bhoja thinks of four methods employed in each of these four 
modes. Hyperbolic descriptions of scenes <prakarana> are given apparent 
credibility by bringing in some event, in the course of the description. To 
justify the (fanciful) theme of the entire work <prabandhavastu>, a reason is 
seemingly set forth in some expressions. 

Ex.55 and prose following. The wild conception of the Sun in the East as 
brighter than the forehead mark of Indrds elephant stationed there, is given 
dignity by the yogarudhi manner of expression followed in naming Indrds 
elephant as jambhajid-dvipa. The other conceits are explained as incorporating 
other series of connections, i.e., of synonyms, of cause and effect, of limb and 
body. 

Ex.56 is a fanciful teasing of Ganesa, seeing in his face the fusion of the 
features of both his parents who are fused in the ardhanarisvara form. What is 
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charming in the verse is Ganesd s placid reaction and the protective holding 
of him by his mother. 

Bhoja explains that four contrasts, involving jdti, kriya, guna and dravya, 
are made use of here. These four categories are taken up again and again by 
writers on Poetics, probably to show how these concepts of thought are dealt 
with in the altogether different realm of art 

Ex.57 illustrates the clever use of vakyagarbha and nigarbha., making one remark 
containing within it another pointing to the speaker’s thrill, enter the main 
sentence relating Rama's deeds; of samvrti by the closing up with another 
sentence, as Rama's qualities are beyond praise; of samuccaya in the pregnant 
summaiy in two conjunct sentences, of his great life. 

Here, in the apparent attempt to praise and the apparent confession of 
inadequacy, by the clever employment of various sentence devices, the 
greatness of Rama is described effectively. 

This example has already been made use of to illustrate the do$aguna, 
vdkyagarbhitam. Now Bhoja points out the other features of the expression 
which contribute to its effectiveness in praising Rama, 

Ex.58. The ultimate idea that the heroine’s friend wants to convey to the 
hero is - ‘she is in a pathetic condition because of your absence.’ This is 
brought across by several grammatical devices. The restlessness in mind is 
brought out by a string of actions couched in a series of verbs and by the 
various places between which her movement takes place couched in the 
repetition of the same verb. Each of these series of verbs is in the imperative 
mood, as sanctioned by grammar for all tenses, mirroring the agitation and 
huriy in her actions, with the last one ending in the present tense, to show 
that this is what she does all the time. The repeated sending of messengers, 
stated in ‘often sending’, is stressed by the use of reiteration in ‘send the 
messenger, send !’ And in describing her inability to sleep, the ‘ yatha'-'tathd' 
construction effectively expresses the unending night 

Ex.59. This verse occurs in the description of the Raivataka mountain, in 
Sisupalavadham of Magha, seemingly justifying the exaggerated description of 
its lofty beauty by poets. 

Ex.60. In this verse from Meghadutam, the poet introduces the description of 
life in various regions which is the real theme of this poem, with a prabandha- 
yukii, namely the cloud’s journey over them. The apparent incongruity at the 
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root of the work, viz. the hero’s appealing to an inanimate object, the cloud, 
to carry a message for his beloved, is apparently justified by appealing to 
feeling. Bhamaha has named ayuktimat&s a fault in poetic conception, wherein, 
clouds, winds, the moon, bee or a bird is employed as a messenger. (KAB,I,42.) 

Karika 52, ex.61-66. Bhaniti is an effective way of relating or describing, 
employing several approaches. 

Ex.61-62. The almost tangible lustre of the moon is described in the mode 
of possibility, in the first; and the futile hope of meeting in reality the face 
seen in dream is described, using the same moonlight, in the mode of 
impossibility, in the second. 

Ex.63 illustrates visesa-bhaniti Here, the purity endowed by his divinity on 
Balarama, and the sanctity of love, are highlighted, on a contrasting background. 

Ex.64 illustrates ‘samvrti, a closing up of description, which we have already 
observed under ukti and yukti Here it involves ‘saying the final word’ as it 
were, in a description. In the example, ‘her body being the ornament of 
ornaments’, nothing more can be said about her beauty, no comparison can 
be made. 

Ex.65 illustrates the mode of apparent wonder in expression. The unlovable 
act from the loved one, and the firmness of the bond which makes endurance 
possible, are shown in a series of antitheses in seeming wonder. 

Ex.66 is in the mode of kalpand or realisation. The intangible charm of youth 
is apparently caught by measuring it in finite terms. 

Karika 53, ex.67-72. Gumphana gives the impression of stringing, of a series 
of words or meanings, as of beads. 

Ex.67 illustrates the sabdagumphand or stringing together of sounds, by 
onomatopoedcally portraying the event of the pot rolling down the stairs. 

Ex.68 illustrates arthagumphana by stringing, one by one, all the eight forms 
of Siva. 

Ex.69. This description of the woman’s beauty is arranged in the mode of 
argumentation, and progresses step by step. 

Ex.70 brings variegation in unity by stringing synonyms for the same word 
‘parrot’, placed appropriately. 
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Ex.7 1 illustrates the rich heaping up of a large number of words which 
contribute to the description with their sound also. It is like an ornate wreath. 
This verse is from Kdvyamlmamsd where it illustrates the work of racand-kavi, 
who is one of the eight types of kdvya-kavi described. (KM,p. 17) 

Ex.7 2 illustrates the economy in arraying ideas, and is like a string of precious 
stones. It is the opposite of padagumphand. 

Kdrikds 54-55, ex.73-78. Sayyd is generally conceived of as the best 
arrangement of words, so that the import rests well on this ‘seat’. The word 
‘couching’ in English is similar. This sayyd is linked with sausabdya (good 
wording) and paka (experienced, mature handling of expression, resulting in 
the perfect, unalterable arrangement of words). 

Bhoja however conceives of sayyd as ghatand or proper linking of purport, 
of events, of the expression itself. In the first three examples he shows how 
events which are not within the context are deftly brought into the expression. 
In the third example which illustrates atihrantaghafand, the kadamba trees 
appearing to burst into bloom to the wistful vision of Rama, is justified by an 
appeal to Ramds memory. 

In the fourth, illustrating padagha$ana, syllables uttered by two persons 
are fused into a significant word. Dr. Raghavan points out that this ghatand 
occurs in cdtus , rdjaprasastis and stotras, The prastavanas of some dramas also 
have ingenious arrangement of letters to give the names of the poet, drama 
etc. {Bhoja s Srhgdra Prakdsa, p.356.) In the fifth, illustrating vdkyaghatana, an 
apparently general statement is ‘logically’ linked within the delirious prating 
of Pururava. Rdjasekhara presents this verse from Vikramorvasiyam to show that 
poetry draws material from several sources, smrti being one of them. The 
dictum cited in the verse is attributed to Narada (KM,p,35,p.l 78.) 

In the illustration of prakirriaghatand, all the seasons are brought into 
the person of one damsel. This kind of enumeration is common practice in 
cdtus, apparently. {Bhoja*s Srhgdra Prakdsa, p.356.) 

Prose after ex.78. Under the last variety of sayyd, viz. prakirriaghatand, Bhoja 
includes the combined employment of all the modes of signification of 
language - mukhya, gauni and laksand. He speaks of tadbhdvdpatti upacaritaand 
laksitalaksand under these three main divisions, respectively. By tadbhdvdpatti 
he means the effecting of a state / sense which is not there, by adhyasa and 
five other means. The placing of the seasons of the year in the woman’s 
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person falls under this. He sees gaunt in the metaphor identifying the comfort 
of the woman with the sesamum field and her face with the lotus pond. The 
indication of the seasons through the names of the months is laksana. The 
use of the phrase ‘ avasitd which primarily means ‘camping’, for placing the 
seasons in the woman’s person and surroundings, he calls upacarita. By laksaria 
the tears, paleness etc. are indicated. And they in turn indicate the misery 
and attachment of the woman. This is laksitalaksand. 

This explanation becomes clearer when related to the explanation of 
abhidha in Sriigdraprakasa. There abhidha is the general term meaning the 
expression of sense by words. It operates through three modes or vrttis - 
mukhya, gaunt and laksana. (SP,vol.I,pp. 223-238.) But, pointedly, Bhoja does 
not mention vyahjand, the mode of signification which is the basis of dhvani 
for Anandavardhana, In chapter V, Bhoja emphatically asserts that no vrtti other 
than these three ( mukhya, gaunt and laksana ) is required to explain ‘gahgdyam 
gho$aK. 

Apart from being an exposition of the manner in which language makes 
various kinds of sense, this is a meticulous analysis of the verse, and 
supplements the mood information in it with the prevalent notions about 
favourite tiysting spots etc.. 

Karika 56, ex.79-85. The manner of recitation and speech delivery which 
Bharata prescribes in ch. XVII, in the service of rasa , involving variation in 
intonation, pause etc., are brought under pathiti by Bhoja, Since the field of 
application now is not drama involving enactment, but poetry involving 
reading, the terms svara, kdku etc. are interpreted slightly differently. 

Pathiti involves the reading of a verse, adding intensity, ambiguity, 
complexity or clarity to the import, by means of tone <kaku>, stretching of 
vowel <svara>, changing the punctuation <.padaccheda~>, splitting words differently 
<padabheda>, employing gesture <abhinaya>, interchanging consonants <kanti> 
etc.. So it has shades of sleya and yamakam and what others would call 
vastudhvani 

Ex.79 expresses the apparent pleasure of the heroine that her messenger 
has been successful, with the underlying resentment that the girl has pleased 
her lover, brought out by adopting a different tone <kakio in reading the verse. 

Ex.8G illustrates the subtle shift in the import brought by svara. By elongating 
the vowel in reading ‘drste, changing its sense from ‘having seen me bent at 
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your feet’ addressed to the angiy girl, to ‘O glower of the angry one’ addressed 
to her eyes, the mood of the verse becomes lighter. 

Ex.81 illustrates padaccheda. It is from Vikramorvasiyam, and can be read in 
two ways by changing the punctuation - once as Pururavas plaintive question 
put to the mountain to find out whether Urvasi has been sighted, and again 
as the mountain’s accusing answer that it has indeed seen her, who has been 
abandoned by Pururava. 

Ex.82 illustrates the two different readings of the same expression by breaking 
up words differently. The verse could be a description of Siva or of Vi$nu. 
Bhoja explains that the sleya here is secondary to paihiti 

Ex.83 illustrates the inclusion of gesture to complete the import of the verse. 
The completion of sense with the aid of gesture is familiar in common 
experience. In Poetics, Rudrafa speaks of gesture, context etc. as the 
circumstances which relieve an expression of the fault of asdmarthyam or 
ineffectualness due to its uncertainty. He gives a similar example to show 
that gesture supplements the expression. (KAR,VI,7-10.) 

Ex.84 illustrates ‘pointing out’ <apadesa> which also supplements the sense of 
the verse, in the same manner as abhinaya. 

Ex.85 makes use of two phrases which are almost similar and in which sdstra 
allows the substitution of letters, W for 'bd and vice versa. The two phrases 
are practically identical, but broken up into two words, the meaning is entirely 
different from the meaning construed by taking the whole phrase as one 
word. This is similar to yamakam, but Ratnesvara points out that yamakam 
functions in a different way, taking in repetition. 

Karikd 57, ex.86-93. Pathiti ‘defined by others’, i.e., reading the same verse, 
after changing a word or one, two or three quarters of the verse, or translating 
it into another language, is not to be found in available works on Poetry. 

Ex.92,93. The same verse, in Sauraseni, is the speech of Slid, and rendered in 
Samskrta, that of Sumantra. Apparently, it is the reporting of Sita's words by 
Sumantra. 

Karikas 58-67, ex.94-153 describe and systematically illustrate the various 
types of yamakam, Bharata mentions four alankdras , and yamakam is one of 
them. He defines and illustrates ten types of yamakam. (NS.ChJCVI.) Later, 
rhetoricians, esp. Dandin and Rudrata, have accorded it elaborate treatment 
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(KAD,Ch.III, KAR,Ch.III.) 

Bhoja makes use of all these sources to define and illustrate the various 
yamakams. Kdrikd 62, for instance, is from Kavyadarsa. (KAD,III,2). He bases 
his classification on the two principles of ‘separated / not separated’ and 
‘place in the verse’, using the terms ‘ vyapeta / avyapeta and ‘ sthana , employed 
by Dandin and Vamana, respectively. 

Karikas 60-61, ex.94-1 25. Sthana is defined as the place in the quarter where 
yamakam is placed - beginning of the quarter, middle or end, beginning- 
middle, beginning-end or middle-end. 

Ex.94-105 illustrate the avyapeta or uninterrupted repetition of syllable-groups 
in the various places in the quarters, at first in all four quarters, then in three, 
two and one. The yamakam falls within a quarter. 

Ex. 106 shows that the repetition can occur more than once. 

Ex. 107-109 carry this idea forward and illustrate the repetition of the same 
syllable-group in the beginning, middle or end of all the quarters. 

Ex.l 10-125 illustrate the separated repetitions, again in the beginning, 
middle, end and their combinations, again in four, three, two and one quarters. 
Now the yamakam is not necessarily within a quarter, but can connect similar 
places in different quarters also. 

Ex. 1 10-1 12 would also fall under the class of dvrttyekarupa-yamakam, as the 
same syllable-groups are repeated in all the quarters. 

Karikas 63-64, ex. 126-141. Bhoja logically proceeds from the notion of ‘sthand 
to that of '‘asthand, and speaks of yamakams in which the duplication is done 
at dissimilar places over padas, or covering the entire verse, or at the quarter- 
joints. 

The last variety, at the pada-sandhi, would cover the cakravala-yamakam 
of Bharata, designated sandasta by Dandin. Bhoja uses the term kdhci-yamakam 
also for this variety. 

Bhoja also speaks of sthula and suksma varieties, which Ratnesvara explains 
as involving a large number of letters and very few letters, respectively. ‘Several 
repetitions of small syllable groups’ mentioned here, sounds like the mdla- 
yamakam of Bharata. (NS,XVI,v.83-84.) 

While on asthdna-yamakam, Bhoja introduces another category in which 
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either a kindred or alien variety is either included or excluded (?). What is 
clear from the examples and his comments on them, is that the vyapeta and 
avyapeta varieties of asthdna-yamakam would be mutually kindred classes, 
whereas asthana- and sthana- yamakams would be mutually alien classes. 

Ex. 130 is the verse which illustrates sandayta-yamakam in Kavyadarsa. 
(KAD,111,52). Bharata gives the name cakravala-yamakam to this carrying of 
the word from the end of one pada to the beginning of the next in the entire 
verse. Bhoja refers to this verse as illustrating kanci-yamakam, in his comment 
on ex.l 38. 

Ex. 134. In the asthdna-yamakam of the avyapeta kind, involving pada (what 
Bhoja means by this pada variety is not clear), the repetition asymmetrically 
stretched from one pada to the next Here, in the vyapeta variety of the same, 
it covers a single pada, when sthula syllable groups are involved. 

Ex. 135. When sukyma groups are involved, different quarters are covered by 
the repetition. Bhoja seems to mean, by his comment, that the repetition of 
karenu or renu cannot come under madhya-yamakam, as the first occurrence is 
in the beginning of the quarter. What he means by disqualifying the repetition 
from falling under adi-yamakam, is not veiy clear. Karenu occurs at the beginning 
of two quarters and so does renu. Perhaps because the repetitions are in two 
alternate quarters, not in successive ones, or because they do not occur in 
the same quarter, Bhoja makes this distinction. 

Ex.l 37. Rudrata gives this verse as the example of kdhcl-yamakam. 

(KAR,III,44,47). 

Ex. 139. Bhoja introduces this as kanci-yamakam including another variety, 
namely suksma-vyapetam. But neither this nor ex.l31 to which he refers by 
that name, falls under the definition provided by either Bharata or Rudrata 
for kanci-yamakam. This example is found in Kavyadarsa too, in which a 
miscellaneous mixture of yamakams is illustrated, according to the commentary. 
(KAD,III,7 2). 

Ex.l 41. Ratnesvara explains that several repetitions of sukyma syllable groups 
give the impression of a sthula-yamakam. 

Karikds 65-67, ex. 142-153 take up yamakam involving repetition of the entire 
pada, of the half-verse, and over the whole verse. Since Bhoja conceives of 
i padabheda-yamakarri under the heads, vyapeta and avyapeta, several varieties 
result, involving the repetition of the first quarter in the second, of the second 
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in the third, of the third in the fourth, of the first in the third or fourth, of the 
second in the fourth. 

Ex.l 42,1 45,146. Dandin illustrates the repetition of the first pada in the 
second, third and fourth, respectively with these examples. (KAD,III,57-59.) 

Karika 66,ex.l 48-150. The samudga-yamakam has been conceived of in this 
manner by Bharata (NSXVI,68-69), Dandin (KAD,III,53) and Rudrata (KARJII, 16) 
also. But Dandin further develops the idea. Taking ‘repetition of half-verse’ to 
cover adding up any two quarters to make a half-verse, he speaks of three 
types of samudga - repetition of the first half in the second; of the first and 
third quarters in the second and fourth, respectively; of the first and second 
quarters in the fourth and third quarters, respectively. 

Ex. 150. Bhoja takes the illustration of the last variety of samudga from Dandin 
(KADJII,56) and calls it vyapetavyapeta, as the first and last quarters are 
separated and the second and third are not 

This example is interpreted differently in translations of Kavyadarsa. 
There it is the peacocks who are joyously calling and the swans who are 
departing. Our translation is based on Ratnesvard s interpretation. And the 
departure of rains and the arrival of autumn is the more suitable interpretation. 

Prose after ex.l 50. Bhoja carries his classification to its logical next step, by 
speaking of repetition of three padas, after talking of repetition of half-verse. 
But what he means by the repetition of three padas here is the occurrence of 
the same pada thrice. While his judgment that such repetition would be 
inelegant is sound, he could have made this remark after illustrating the pcida 
repetition, following Dandin, who illustrates this variety of pada-yamakam also. 

Karika 67 defines mahdyamakam and s'lokahhyasa, Dandin speaks of only one 
mahayamakam, involving the repetition of the pada four times. (KAD, 111,71.) 

Bharata refers to this by another name - caturvyavasitam (NS,XVI,81 -82.) Rudrata 
calls it pahkti (KARJII, 12.) 

Ex. 152. Cariying the classification of yamakam into avyapeta and vyapeta types 
to extremes, Bhoja speaks of two types of mahayamakam also. This example 
illustrating the second variety of mahayamakam should come under samudga 
(like ex. I 48), as it involves the repetition of the entire first half in the second 
half. But as two complete ideas are separately expressed in the two halves, 
this is closer to the slokabhyasaot Dandin in content. For illustrating slokahhydsa, 
Dandin uses a verse within which no yamakam is employed, and repeats the 



Chapter Two - Notes 


441 


whole verse. His commentator explains that two different meanings are 
brought out thus. (KAD,III,69.) Rudrata calls the repetition of the whole verse 
mahayamakam. (KARJII, 18,19.) 

Ex.l 53. By slokabhyasa Bhoja seems to mean the repetition of the same phrase 
over the entire verse. Ratnesvara explains that the ‘one-form’-ness of the padas 
can be achieved by four repetitions or by eight Dandin considers the latter 
the ultimate in mahayamakam and illustrates it with this example. (KAD, III, 7 0- 
71.) 

Karika 68. Bhoja speaks of s'lesa here, under the sabdalahkaras , as well as in 
Chapter IV, under the ubhayalankaras. Here, he takes part of Dandin's definition 
of slitfam - the single form yielding more than one sense - and reserves the 
part distinguishing between bhinnapadam and abhinnapadam , as well as the 
varieties listed by Dandin, for Chapter IV. Following Vdmana probably, or 
mlmdmsd usage, Bhoja adds that the two different meanings are presented 
simultaneously <tantrena>. Bhdmaha and Rudrata use the word ‘ yugapad\ and 
Udbhata speaks of t ekaprayat?ia-uccaranam\ On the other hand, in yamakarru 
different meanings are presented by repetition ( avrtti ). 

While Dandin and Rudrata speak of‘more than one meaning’ ( anekdrtha ), 
Bhoja specifically speaks of‘two meanings’. Ratnesvara however remarks that 
‘two’ should not be taken to indicate the number two, as several meanings 
can be expressed simultaneously. (See KAD,II,310; KASV,IV,3,7; KARJV, 1.) 

Udbhata seems to conceive of slesa as different words fusing in one form, 
when he speaks of their differing from each other in accent etc.. He is the 
first writer to mention s'abdokti and arthokti in slesa , which seem to have 
developed into s'abdaslesa and arthaslesa. Rudrata goes further, treating "slesa 
once under sabdalahkaras , and then conceiving of a whole group of arthdlahkaras 
under the heading s'lesa He speaks of eight kinds of the former, which Bhoja 
reduces to six. Bhoja adds the sodbheda-nirudbheda and bhinnajatiya-abhinnajatiya 
distinctions. 

Ex.154-165 illustrate the various modes of s'lesa. As lihga-slesa has been 
brought under prakrti-s'lesa, vacana-slesa could have been brought under vibhakti- 
sle$a, The sodbheda-nirudbheda disdnction seems to have been applied differently 
to the pratyaya-slesa and the vacana-s'lesa. In the former it seems lo refer to the 
presence or absence of some other indication of the main sense. In the latter 
it seems to mean the presence or absence of some other indication of the 
singular and plural number. The bhinnajdtvya and abhinnajdtiya varieties of 
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vibhakti-s'le?a seem to be distinguished in this way. In the first, the same word 
serves as verb and as noun. In the second, punning is done with only verb or 
only noun. Bhoja does not follow Rudrata in presenting several combinations 
of languages in bhasd-s'lesa. 

Karikds 70-106,ex. 166-258. Anuprasa has been given an exhaustive treatment. 
While describing the quality of madhuryam, Dandin identifies the closeness 
felt in sruti / sound as one of the reasons for the sweetness of poetry, and 
advocates this anuprasa or harmony, as superior to the contrived repetition of 
the same letters. As an ornament, for him anuprasa would involve the repetition 
of the same varna / letter in words and quarters, not separated by long intervals. 
But he does not approve of the obvious and excessive repetition of light 
sounds or hard sounds, which only the Gaudlya poets who are fond of 
alliteration exhibit. (KADJ,52-60, 43-44.) 

Kdrikas 70-73, ex. 166-177. Bhoja incorporates all these ideas of Dandin in 
this initial definition and classification of anuprasa . He interprets similarity 
of sruti as the similarity of letters uttered from the same place. Here euphony 
rather than deliberate alliteration constitutes anuprasa. The development of 
this harmony into a species of alliteration, namely, sruti-anuprasa, seems to 
have been accomplished by Bhoja. And he accords the anuprasa based on 
sruti the highest place and acknowledges its contribution to the charm of the 
Vaidarbhi riti. 

The varieties he creates of sruti-anuprasa are named gramyanagara and 
upandgara, as if he were following Udbhata, who speaks of parusa, gramya and 
upanagarikd vrttis characterising one kind of anuprasa; but they are not 
conceived in the same manner. The names only indicate the degree of 
popularity, gramya being familiar/simple, nagara being rare/difficult and 
upandgara lying between them. 

Gramya is not illustrated by a profusion of "Id as it is by Bhdmaha and, 
partly, by Udbhata. (KAB,II,6; KASS,I,ex.5.) And the term gramya is used in a 
laudatory sense and not in the sense of 'vulgar 1 . The first example of gramya 
(ex. 166) is the one Dandin begins his exposition of the sweetness of poetiy 
with. Dandin contemptuously dismisses the stringing together of "Ids as 
appealing only to Gaudiyas who have a fondness for alliteration. (KAD,1,5 3,43- 
44.) 

The sub-varieties named masrna etc. of the three kinds of sruti-anuprasa 
are introduced and explained in both down to earth and imaginative ways, 
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but the distinction between them is not clear. The specific mention of 
consonants, for instance ‘da and vd or ‘ na and na\ follows the style of Rudrata, 
who associates the employment of specific consonants with each of his five 
vrtti-anuprasas. (KAR,II,20-3 1.) 

Kdrikas 74-75 praise the beauty afforded to poetiy by anuprdsa (based on 
sruti, chiefly). 

Kdrikas 76-78, ex. 178-189. Having dealt with sruti or sounds differentiated 
on the basis of their places of utterance, Bhoja takes up consonants of the 
same class being employed in alliteration. Both types of distinction overlap 
each other. Now he names this variety vrtti Rudrata also bases his classification 
of anuprdsa on consonant classes. But he gives the five vrttis names which 
reflect the aesthetic effect produced - madhura, praudha, parusa, lalita and bhadrd. 
(KARJI, 18-19.) Bhoja speaks of twelve varieties and gives them fanciful names 
connecting them to geographical regions, somewhat in the manner in which 
Prdkrtas are connected. Most of the regions inspiring these names find mention 
in Kdvyamimavfisd. 

Ex. 178-184 present anuprdsa using the seven classes of consonants, ka-varga, 
ca-varga etc. in profusion, one by one. Rudrata has also defined the anuprdsa 
classes on the basis of the consonants employed. (KARJI, 18) 

Ex.185-189 present the various combinations of two or more vargas of 
consonants and of conjunct consonants. 

Ex. 186. In this the predominance of one forceful consonant is rendered 
pleasant by the suitable interspersing of two other light vargas . Ratnesvara 
interprets the word 4 vidarbhitd as ‘bringing in the charm of VaidarbhV and 
does not confine it to this example. 

Kdrikas 79-80. Bhoja warns against using too many delicate sounds, probably 
echoing Dandids condemnation of the profuse employment of ‘Ids which 
would render the texture loose. (See KAD, 1,43-44.) He then distinguishes 
this vrtti-anuprdsa from varnanuprasa. It is the phonetic organisation pervading 
the whole expression, whereas, varnanuprasa is an ornament attached at specific 
places. 

Kdrikas 81-86, ex, 190-201. After dealing with vrtti-anuprdsa in the manner 
which is proper to it, in his view, Bhoja takes up the anuprdsa connected with 
vrtti as it occurs in the earlier writings of Udbhata and Rudrata. Udbhata speaks 
of the vrttis, grdmyd, parusa and upanagarikd. Rudrata speaks of madhura, parusa, 
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praudha, lalitd and bhadra vrttis. (KASS,I,k.4-6; KAR,II,19.) Anandavardhana 
relates the vrttis upandgarika etc. as well as the vrtlis Kaisiki etc. with rasa. 
While the latter belong to the import, the former belong to the expression. 
Both should be suitable to the rasa expressed. (DA,III,33,47 and commentaiy.) 
The quality-linked, raj«-related classification of vrtti-anuprdsa has been retained 
by later writers. Bhojd s conception of vrtti in the context of anuprasa is devoid 
of any aesthetic overtones. (See ‘The Histoiy of Vrtti in Kavyd in Studies in 
Some Concepts of the Alaiikara Sastra by V.Raghavan. pp. 201-213) 

Bhoja himself has dealt with the aesthetic distinction between soft, hard 
and medium phonetic structure in his alankdra called vrtti There he has kept 
sound and sense together, in the ancient terms Kaisiki e. tc., instead of adopting 
upandgarika etc. for the sound aspect. He has acknowledged the importance 
of matching sense and sound, mood and expression there. Now he again 
points out that this vrtti is a composition pervading the entire work. The 
need to link it with an ornament, which is what anuprasa is, is not there. 

The twelve varieties which Bhoja presents of this vrtti-anuprasa result 
from retaining some of the old names, substituting the other accepted names 
for popular names, and adding new names. But even where some old names 
have been retained, the definitions differ. Bhojds notes after the examples 
mention the place of utterance, as did his notes on his sruti-anuprasa 
illustrations, and also the consonant classes, with which he introduced his 
own vrtti-anuprdsas. 

Kdrikas 85-86. Bhoja concludes this account of vrtti-anuprasa ‘according to 
others’ with the remark that this vrtti cannot be distinguished from gunas or 
the vrttis (Kaisiki etc.). 

Karikds 87-89, ex.202-215. Varnanuprasa is introduced now. All anuprasa 
employs varnas. Varna here includes all classes of letters. Not merely 
consonants, conjunct or otherwise, but vowels are also repeated. And now 
the focus is shifted from the kind of letters arranged, to the kind of pattern 
followed / observed in the arrangement The names of the various types of 
varnanuprasa are in keeping with the shape / structure that they present viz., 
bouquet garland etc.. 

Karika 90. Bhoja uses the general definition of anuprasa as varnavrtti, to sum 
up his treatment of the class he designates as varnanuprasa, 

Kdrikas 91-96, ex.216-227 describe and illustrate padanuprasa, Here the 
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similarity is between whole words, e.g. karoti kirato. The repetition of the 
same word is not necessary, although it falls under this class. And such 
repetition is distinguished from yamakam. But from latdnuprdsa it is difficult 
to distinguish this repetition. The varieties are based both on sound quality 
and on the pattern in arrangement. 

Karika 95. With this verse from Dandin (KAD,I,55) Bhoja seems to be justifying 
his separate treatment of padanuprasa, although it could be put under 
varnanuprasa or latdnuprdsa. In this general definition of anuprasa, the word 
pada occurs. 

Karika 96. Bhoja does acknowledge the common ground shared by latdnuprdsa 
and padanuprasa, 

Karikas 97-99, ex.228-239. Dvirukti or uttering twice of the same word is 
considered under anuprasa. The repetition of whole words is dealt with by 
Panini at several places, and is mentioned specifically in the eighth Book. 
(AA,VIII,I,1-15.) Bhoja' s nama-dvirukti type of anuprasa is inspired by this. 
Beginning with nama-dvirukti (doubling of nouns or noun-related words), he 
proceeds to the other duplications prescribed by grammar, in verbs, adverbs 
etc.. This repetition could be imitative of the simple, natural manner of 
speaking, in which onomatopoeia occurs. It could be for conveying senses 
such as ‘in every..’, Very’, ‘unendingly’, ‘again and again’, ‘only’, ‘thoroughly’, ‘a 
little’. While the repetition for reiteration, covering all cases etc., has been 
alluded to by the terms l dbhiksnya\ 'vipsa etc., by Panini, Bhoja adds the repetition 
used to express sambhrama (agitation) of all kinds, caused by joy, sorrow, fear, 
wonder etc., on the basis of the varttikams. Serving the sense, dvirukti contributes 
to the composition of sound too in the expression. Several dviruhtis in a 
verse give the impression of alliteration. The last example (ex.239) illustrates 
trirukti or repeating twice, in an eulogy of Bhoja himself. 

Ex.230, introduction, comment. The Astadhyayi prescribes the doubling of 
the whole word in expressing ‘always’ (pertaining to the verb) and ‘each’ 
(pertaining to the noun) <nityavipsayoh>. (AA,VIII,I,4.) Here the repetition of 
the noun expresses the sense of ‘every. 

Ex,231, introduction. The aphorism ‘ prakare gunavacanasya (AA,VIII,1,1 2) 
states that an adjective is repeated when it is meant to express that the said 
attribute belongs to the thing only to a limited degree. By calling this a kind 
of vipsa, Bhoja seems to be referring to the repetition of the word and not to 
the purpose of covering every instance. 
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Ex.232, introduction, comment.The aphorism cited (AA,III,IV,22) states that 
the affixes 'narnul’ and '‘ktvd come after a root when reiteration is to be 
expressed. The repetition of this form required to convey the reiteration, is 
prescribed by other aphorisms, elsewhere. 

Ex.233, introduction. Bhoja points out that when the verb is repeated to 
express reiteration, more than one repetition is possible. 

Ex.234. Bhoja interprets the word ‘adi’ used in Karika 97 to include repetition 
involving ‘nimula. The aphorism (AA,III,IV,3 4) states that the affix '‘namuV 
comes after the root ‘kaj, when the words l nimuld and ‘ samuld are compounded 
with it in the accusative case. The subsequent verb must be derived from the 
same root (AA,III,IV,46.) The sense ‘thoroughly* is conveyed when the same 
verb follows the compound. The words ‘ lajasphotam sphutatV effectively express 
the action through the comparison, by repeating the same verb. The aphorism 
(AA,III,IV,45) states that the affix ‘namul’ comes after a root, when an object 
or an agent, denoting similitude, is in composition with it. 

Ex.235-238 illustrate the repetition due to agitation. In his comment on 
ex.237 Bhoja points out that it is not the verbs that are repeated, but the 
words denoting the objects to be discarded. He presents a picture of the 
scene of panic, and connects the actions in a ‘logical’ sequence. 

In the concluding Karikas (98,99) Bhoja recalls to our attention the 
anuprasa in the repetition of the same verb in (ex.53 which illustrated one 
variety of) his yukti alankara, and approves of the combination of the two 
alahkaras , albeit with a wrong analogy. He does not however recall the 
transformation of the fault punaruktimat ’into an excellence when the purpose 
of repetition is to convey excessive sympathy, which he illustrated in Chapterl, 
perhaps because the impression of alliteration is not produced there. However, 
dvirukti-anuprasa could have been brought under paddnuprasau 

Karika 100. This definition can be applied to the latiya anuprasa example 
presented by Bhdmaha. (KAB,II,8.) The latdnuprdsa of Udbhata is similar. The 
sense remains the same but, in the repetition of words, the denotation, purport 
etc. are different. Bhoja seems to have been inspired by the various possibilities 
mentioned and illustrated by Udbhata , in the systematic classification he 
makes of this repetition. (KASS,I,k.8-10,ex.6-10.) 

Karika 101-102, ex.240,242-246. Lata-anuprasa has been classified on three 
bases, with gap ( vyavahita ) and without gap ( avyavahita)’, compounded ( samasta ) 
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and free ( vyasta)\ circular ( cakravala ) and contained ( garbha). The first 
classification is done in yamakam also, with the terms vyapeta and avyapeta. 
The vyasta-samasta varieties are possible in both avyavahita and vyavahita 
repetitions. The cakravala-garbha varieties are possible only in the first. As 
innumerable varieties are possible in vyavahita, Bhoja discusses the six types 
of avyavahita first. 

Ex.240. In this 'avyavahita' example, Bhoja does not seem to perceive any gap 
between jasena and jasam, probably because the noun base remains the same 
in both and the case ending does not cause disparity or obstruction. But he 
points out that, as the sense (of similarity) has been effectively conveyed by 
(the phrase ‘surpassing’, assisted by) the indeclinable {'avf), the obstructing 
l ivd has not been made use of. Next he shows that 'ivd does not constitute 
an obstruction. 

Ex.241. Presenting this example to demonstrate the unobstructive presence 
oVivd, Bhoja however does not place it under latanuprdsa, but would class it 
with namadvirukti (illustrated in ex.231), as a distinction is made even when 
there is no distinction, through secondaiy usage, similar to the one made 
there between one ‘amrtani and the next [Apparently this distinction is 
different from the one made in Idtanuprasa, where the same mode of 
signification is operative in both occurrences !] 

Ex.245. The pattern of 'cakravald or going round is pointed out by Bhoja in 
varnanuprasa (ex,206) and padanuprasa (ex.226) also. The word or consonant 
class at the end of one pada is repeated immediately at the beginning of the 
next pada. Bharata uses the term cakravala to designate this arrangement of 
repetition in yamakam. 

Ex.246. While the cakravala arrangement carries the repetition from one 
pada to the next, in the garbha arrangement, the repetition is contained within 
a pada. 

Ex.247-251 illustrate the vyavahita varieties of Idtanuprasa. 

Prose after ex.249. Bhoja admits that pada-, lata- and ndma-anuprasa are 
not very different from one another. All three deal with the alliteration covering 
whole words, as distinguished from syllabic alliteration. 

Ex.252-258 are presented to illustrate more than one repetition. In these 
instances alliteration is no doubt there, but it is subordinate to other 
ornaments. The last of these, for instance, is the verse from Malatimadhavam, 
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expressing Madhavd s great attachment to Mdlaii, in utpreksa. 

Kdrikd 103. Bhoja realises that as many classes are there in latanuprasa as 
there are in yamakam. The similarity between the two has been felt by earlier 
writers too. Bhdmaha and Rudrata proceed from anuprasa to yamakam, Dandin 
alludes to yamakam while expressing his views on anuprasa, (KAD,I,61.) 

Kdrikds 104-105. Here Bhoja seems to consider anuprasa as an integral part 
of poetic expression, more basic than upama, Obviously he is referring to 
sound harmony and not contrived alliteration now. 

Kdrikd 106. Different types of alliteration appeal to different people. Dandin 
considers the Gaudipoets to be generally fond of the ornament anuprasa. The 
Vaidarbhi poets conceive of anuprasa as the harmonious and discreet use of 
near sounds. (KAD,I,54-60.) 

Bhoja does not mention chekanuprasa which has been described and 
illustrated by Udbhata before him, although he deals with doubling under 
three classes, padanuprasa, namadvirukti and latanuprasa. The reason could be 
that the doubling of syllable groups which is chekanuprasa, would be covered 
by his varnanuprasa. Later, only chekanuprasa, vrttyanuprdsa and latanuprasa seem 
to have remained as representatives of this ornament The s'ruti-anuprasa in 
which Bhoja consolidated the principle of euphony which Dandin had 
advocated, does not seem to have been given any attention by later writers. 

Kdrikd 107. Though ‘ citram is rated very low among the kinds of poetiy, no 
work on Poetics has overlooked it completely. Even Anandavardhana (DA,III,42) 
and Mammata (KP,I,5) talk about it Dandin has described it as niyama, probably 
meaning ‘composing under artificial control’. (KAD,III,83.) 

Ex.259-266 illustrate composition with restrictions imposed on the 
consonants to be employed. 

Ex.263. All the consonants from l kd to ‘ hd have been used here. 

Ex.264. This verse uses only those ten consonants with which the ganas or 
syllable-triads and individual short and long syllables are indicated in metrics 
- ya, ma, ta, ra,ja, bha, na, sa, la and ga. 

Ex.265.This uses the seven syllables indicating the notes of music, sa, ri, ga, 
ma, pa, dha and rat 

Ex.266 uses the syllables expressing strokes on the drums. 
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Ex.267-275 illustrate restriction imposed on the use of letters, with reference 
to the place of utterance. 

Ex.276-283 illustrate restriction imposed with regard to the vowels to be 
employed. 

Ex.284-291 illustrate the visual pattern to be conformed to by the 
composition. 

Kdrikas 1 08-114 explain the arrangement of the letters in each visual pattern. 
Ex.292-302 illustrate gaticitram. 

Kdrikas 115-116 explain the order of movement in the gaticitram. 

Ex.303-311, Kdrikas 117-124 illustrate and explain the bandha-citram 
varieties. 

Ex.312-325, Karikd 125 illustrate and explain the citram composed by the 
gomutrikd movement 

Kdrikas 126-134, ex.326-332. Bhoja proceeds from gomutrikd movement to 
the various dhenus or verse-cows. From these several verse-calves can arise. 
The last of the dhenus is the kamadhenu, which can give birth to an infinite 
number of calves, i.e., can be interpreted in an infinite number of ways. 

Ex.332. The long passage in Ratnesvards commentaiy, explaining this verse, 
has been consulted, in interpreting this verse, but understandably, the 
translation is not exhaustive. 

Karikd 134-140 sum up the demonstration of citram composition which 
ends with the kamadhenu, with the suggestion that the recitation of this kind 
of composition leads to superb command over language. Composed with 
syllables charged with power, guided by deep examination of s'dstram, this 
kamadhenu grants whatever the practiser wishes. Here Bhoja seems to be 
crossing the boundaries of poetiy which delights, to enter the realm of esoteric 
expression which holds potency. 

Kdrikas 14 1 -1 42,ex.333-345. Dialogue and repartee are treated as 
embellishment- Rudrata has spoken of vakrokti employing slesa, in which the 
words of one person are construed differently by the other in verbal exchange. 
He also speaks of kdku-vakrokti in which the tone gives a different interpretation 
of meaning. (KAR,II, 14-17.) Rajasekhara points out that kdku-vakrokti (and we 
may conclude, the kaku-ijukti of Bhoja) is a loading of intention in the speaking 
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out of the verse, and so would fall under pathadharma and cannot be called a 
sabdalahkara, (KM,p.31.) 

Bhoja himself has spoken of the change brought about in the meaning 
by kdku and padaccheda, under the alahkdra, pathiti Now . the focus is on 
dialogue, which is rendered interesting by these means. Vakovdkyam includes 
saucy retorts, veiled conversation, frank talk and sly exchanges. Bhoja does 
not consider vakrokti separately as a figure of speech, as some rhetoricians 
have done. He lists vakrokti among the three modes of poetic expression, in 
the chapter on Rasa. And in his usual manner of creating varieties by 
supplementing the known variety with its contrast, he speaks of a rjukti- 
vakovdkyam, associating this with kdku, and the vakrokti-vakovakyam with s'lesa. 
For the other writers, the deviousness is contributed either by the intonation 
or by the double entendre. 

Ex.333-335. The examples of plain verbal exchange are introduced as gramyd 
and upanagarikd, probably in the sense of vulgar and polished. In the verse 
from Amarusatakam illustrating the latter, Bhoja points out the presence of 
kaku. But there is a deviousness in the language also. 

Ex.336-337. The first is used by Rudrata to illustrate sle$a-vakrokti (KAR,II, 15.) 
Bhoja points out that both these expressions are in the form of slesa-vakrokti 

Ex.343 has been cited earlier in Chapter I to illustrate how the fault of 
verblessness becomes acceptable. (Ex. 135.) There it was pointed out on the 
authority of Patanjali that the verbs such as ‘is’ are implicitly present Here 
Bhoja is making the point that the masteiy of grammar (and verse completion) 
is intended to be construed in the brahmands apt replies. 

This intriguing verse is cited by Rdjasekhara as an example of an 
expression which does not stand in need of a verb <anapeksitdkhydtam>. (KM, 
p.24.) It is cited in the Sarfigadharapaddhati, with the explanation that it is a 
dialogue between Bhoja and a scholar who has come in the guise of a wood - 
carrier to see the king. (561,p,89.) 

In the Bhojaprabandha of Balldla this verse is placed in a dialogue between 
king Bhoja and a brdhmana, While starting out for hunting one day, the king 
sees a man about to cross the river, bearing a load of Firewood on his head. 
Recognising him to be a brdhmana, he puts the question. Swift comes the 
repiy (completing the verse-half and answering the question in the same 
grammatical construction). Struck by this reply Bhoja puts the next question 



Chapter Two - Notes 


451 


[meaning to say - you are evidently learned and yet have to cross the river on 
foot, carrying the sacrificial firewood yourself, with no one to serve you). The 
brahmana completes the verse with his reply [indicating briefly that everyone 
cannot be fortunate like the king or that those who commission his services 
are not generous like the king.] Pleased with his learning and skill, Bhoja 
rewards him with wealth, the gift document carrying the phrase ‘pleased with 
the reply ‘janudaghnam’. ( Bkojaprabandha, prose before and after v. 185.) Several 
incidents displaying Bhojas munificence and love of learning are narrated in 
the work. 

Kdrikas 143-144, ex.346-353, Bhoja introduces prahelikd with the verse from 
Dandiru (KAD,III,97). Whether this should be treated under poetry at all seems 
to have been left unconsidered. 

Karika 145, ex.354-359. This gudham or concealment involves clever 
arrangement of words, double entendre, citra- like picking up of letters, as 
well as what others would call vastu-dhvani 

Kdrikas 146-147, ex.360-365. Bhoja presents prasnottaram as different from 
prahelikd While prahelikd is a simple riddle, prasnottaram seems to consist of 
answering a clever question with another, which contains the answer. In the 
examples, generally the presence of the question and answer in the same, 
single expression is observed. 

Kdrikas 1 48-149, ex.366-37 1.1 he expression of knowledge, relating to history 
and science and art including poetiy, in poetry, is conceived of as adhyeyam 
Rajasekhara speaks of kavya-kavi, sdstra-kavi etc.. He also speaks of twelve 
sources which feed poetiy. Among them are sruti, smrti, purdna and itih&sa. 
(KM, p.17,35.) 

Bhoja points out that it is the fact of history or precept of sastram that is 
prominent here and hints that this is a way ol presenting information or 
human wisdom which guides men in life, in poetiy. This treatment of vyutpatti 
is from the angle of presentation, and is rightly kept in the treatment of 
expression in poetiy. 

Vyutpatti is considered by writers on poetry' as one of the planks on 
which poetiy rests. Wide and deep knowledge, combined with sakti ( pratibhd ) 
or poetic genius and abhydsa or assiduous practice, gives rise to great poetiy. 
This vyutpatti includes discriminate use of this knowledge in poetiy. (KM, 
PP.16-19; KAR, 1,18-19).) 
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Ex.366-371. The illustrations amount to simple identification of sdstram, 
itihdsa and ukti (skilled expression) and combinations of these in verse. 

Ex.368. This verse is cited by Rdjasekhara to illustrate purdna as one of the 
sources for poetry. (KM, p.36.) 

Ex.369. The commentator on Dasarupakam (11,37) uses this verse, also cited 
in Suktimuktavali, as an illustration for i kuttamitam'. Here poetry expresses 
kamasdstram. 

Ex.3 70. This is itihdsa in the words of Magha, (Sisupalavadham, 1,46). Rdjasekhara 
quotes this verse to show how purdna (ex.368 above) has been drawn upon 
in poetry. (KM,p.36.) 

Ex.37 1. this is s'dstra-itihdsa presenting wisdom in a narration of history, and 
Mahdbhdrata is the chief example of this mode of writing. 

Kdrikas 150-151, ex.372-377. Bhoja uses the term sravyam which normally 
contrasts poetiy which is read, with drsyam which refers to drama and other 
forms presented for viewing, as the name of an alankara, for isolating those 
items in drama which are primarily intended for hearing. The verses of 
benediction, prayer etc., and the songs which are employed in the course of 
the main performance, for announcing entries, exits, enhancing the moods 
of scenes etc., are basically sravyam. The tone adopted in recitation and the 
music of dksiptikd and dhruva are more important than the words which either 
have no relation to the stoiy or have an indirect one. 

Ex.372. Dandin counts asis as an alankara. (KAD, 11,357.) Bhojds intention 
seems to have been to account for all the expressions finding place in the 
presentation of drama. 

Ex.3 7 3. This is the nandl verse in Rajasekhards Karpuramanjarl 

Ex.37 6 illustrates dksiptikd which is sung to a tune. From Bhojds comment, it 
appears that the focus is on the tune (which probably establishes the mood 
of the scene). The prdves'iki dksiptikd directed to be sung behind the scenes in 
Act IV of Vikramorvasiyam, when Urvasts two friends enter, introduces their 
conversation about her, in the course of which her separation from Pururavd 
is revealed. 

Ex.377. Dhruva-gana consists of songs which are employed in drama “for the 
purpose of informing the audience of the scene, situation and character, the 
mood of the character, and to give the connecting links etc. The emphasis in 
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all these is on their recitation or singing and not enaction.” {Bhoja s Srngara 
Prakasa, p.362.) 

Kdrikas 152-154,ex.378-383. Under prekyyam Bhoja covers the aspect of nrtta 
(dance) in ^representations. From the examples the nature of the rasas and 
situations which serve as the themes for these dances can be gathered. 

This prekyyam is to be distinguished from abhineyam which follows. In 
the former the focus is on the visual presentation, even if the dance is presented 
within a drama, whereas in the latter, it is on the enactment of the situation, 
characters and their relations. The examples presented of abhineyam are mostly 
scenes from drama, involving much acting, of several kinds, speech, step, 
gesture, weeping, laughing, indicating attire etc.. 

Kdrikd 155. Finally Bhoja brings the aspect of abhinaya or enactment in drama 
under expression in poetry. The examples, while giving scope for various 
abhinayas , seem to be bringing the scenes before our eyes without the aid of 
abhinaya, 

Ex.384-389 present scenes which seem to take the aid of description to 
compensate for the absence of enactment And ihe introduction as well as 
the prose comment after each seems to be pointing out that this description 
is laden with gesture. Three examples are from Malatimadhavam and bring 
before the reader scenes which would in fact be difficult to enact 

The citra-abhinayam abhineyam is very interesting. Bhoja illustrates it with 
a verse from Malatimadhavam (IX.54) which is interrupted by stage directions 
(in the written form of the drama), and comments that this is 'citra', as the 
instructions for the disposition of limbs (by the character speaking the verse) 
are also given. In this instance, Makaranda utters this verse, pausing to ‘look 
up’, ‘show fear’, ‘think’ etc.. 

Bhoja incorporates information about the features of drama into his 
exposition of alahkara and rasa. Probably the drama which could be read to 
oneself, standing between the performed natya of Bharata and the literary 
genres like mahakavya, called for this detailed analysis. Although the dhruva 
songs, dances such as Idsya and the various abhinayas cannot be justifiably 
brought within the conception o f sabdalahkara, Bhoja has kept the two branches 
of the poetic art, drama and poetry, together, and has compiled the writings 
of rhetoricians as well as dramaturgists here, and again in his exposition of 
rasa in chapter V. 
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Karika 156. Bhoja concludes the chapter, summing up that all the adornments 
considered under sabdalaiikara please the reader by the mere phonetic and 
word composition. He reserves the figures of speech which are more specific 
and seem to lie at the deeper level of poetic expression, for treatment under 
the heads, arthalaiikara and ubhaydlankara. 
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